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The term "genre" is not widely discussed in musical studies, and it was not even 
explained in a separate entry in the New Grove until recently. The term is generally 
interpreted as a means of classifying musical compositions according to shared 
characteristics such as structure, tonal plan, rhythm, etc. Such an interpretation of genre 
gives us an illusion that music categorized under the same generic title possesses the same 
musical features. This is inevitably not the case. The way we understand genre as an 
archetypal model leads us to an even greater confusion when the musical gestures of a 
composition with a clear generic designation deviate from the "norm". Kallberg has 
suggested that, in addition to the collective characteristics in conventional musical taxonomy, 
the communicative element should also play a role in defining musical genre. The generic 
title works as a vehicle through which the composer conveys his/her message to the audience. 
By deciding to write in a certain musical genre, the composer accepts being bound by certain 
conventions associated with that genre. On the other hand, listeners with a title in mind, will 
form expectations about the music they hear. Unless the given title is arbitrary, it must carry 
a message from the composer. The meaning of genre, therefore, is not necessarily confined 
to a strict set of musical gestures and may also vary over time and place. 
The serenade is one of many genres which display such instability. The history of 
serenade shows that its musical characteristics are highly diversified. It originated as a love 
song in the late sixteenth century, but the nature of the music started to change in the late 
seventeenth century. Haydn's and Mozart 's serenades are purely instrumental and more 
extensive. In the nineteenth century, we find serenades taking the form of a song, a sung 
number in an opera, an instrumental work for chamber ensemble, or an orchestral piece. 
Brahms,s two serenades (opp. 11 and 16), possessing both the qualities of an 
eighteenth-century serenade and a nineteenth-century orchestral work, played an important 
role in the subsequent development of the genre. Using Brahms as a focal point, my research 
includes a study of the musical scores and literature on a selected number of serenades 
through the end of the nineteenth century. It illustrates the heterogeneity of the serenade over 
history and suggests that a web is a suitable metaphor for describing this phenomenon. I will 
also examine the letters, the music, and the early reception of Brahms,s two serenades, so as 
to understand Brahms's interpretation of the genre and his role in effecting a revival of a 
neglected genre among late nineteenth-century composers. 
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夜曲 ( s e r e n a d e )就是其中一個經常變異的樂種，它的歷史反映出其高 
度的多樣性。它源於十六世紀末的情歌，而海頓和莫札特的小夜曲則寫成 
較大型的器樂作品，及至十九世紀，小夜曲的形式更加是包羅萬有 
其中，布拉姆斯 ( B r a h m s )的兩首小夜曲同時具有十八世紀小夜曲及十九 
世紀管弦樂作品的風格；它們對於該樂種往後的發展有著一定的影響。本 
論文旨在研究從十六世紀末至十九世紀末以來各式各樣的小夜曲，並以網 
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Chapter 1 Grasping Genre 
In a review of Brahms studies, I was astonished by the fact that Brahms wrote two 
serenades of which I was not aware, probably because the two works are not frequently 
performed in concert (Del Mar discussed this in his book Conducting Brahms), nor have they 
often been presented in a separate study of their own.丨 To my further surprise, Brahms,s 
serenades sound very different from Mozart's Eine kleine Nachtmusik (which we usually 
regard as a serenade), and they are also unlike the string serenades of Dvorak, Tchaikovsky, 
Suk, and Elgar. That led me to wonder what the meaning of serenade is and what the generic 
title meant to Brahms, which is the subject of this thesis. 
Purpose and Outline of Study 
This thesis aims at a thorough understanding of the concept of genre through the study 
of the serenade and particularly Brahms's approach to this generic title. It involves the 
pursuit of three specific goals: (1) to understand the historical evolution of the serenade, 
(2) to recognize the role played by Brahms's serenades in the development of the genre, and 
(3) to propose a model that deals with the issue of generic instability. For the purpose of this 
thesis, a combination of the synchronic and diachronic perspectives in genre study will be 
adopted. The reading of Brahms's serenades will be conceived through the study of the four 
‘ N o r m a n Del Mar, Conducting Brahms (Oxford: Clarendon Press, 1993), 168-92. Heather Anne 
Piatt, Johannes Brahms: A Guide to Research (New York: Routledge, 2003), 149-85. 
areas in which contemporary views consider generic meaning of a work lies: the historical 
and social context, the composer 's conception, the musical characteristics, and the audience's 
perception. 
My thesis will be divided into six chapters. First, a summary of the concept of genre 
and its related studies will be presented in this chapter. Second, I will provide a historical 
overview of the serenade to the end of the eighteenth century, including a discussion of the 
materials from treaties and other reference sources as well as musical examples. Third, I will 
discuss the intellectual and social background at the turn of the nineteenth century, which 
foreshadowed the change in the social function of the serenade. The various examples in the 
early nineteenth century will give us a more recent background associated with Brahms's 
serenades. Fourth, the compositional process and the early reception of the two serenades 
written by Brahms will be examined through the composer 's correspondence and some 
concert reviews respectively. This will show the extent to which audience in Brahms's time 
understood his idea. I will also try to identify the musical features that are typical and 
atypical in Brahms's serenades in order to support my reading of his interpretation of the 
genre in the last chapter. Fifth, I will consider the great variety of serenades that followed 
Brahms's in the late nineteenth century. This will provide a broader sense of how serenades 
before and after Brahms's differ, and the role that Brahms had in the development of the 
genre. Finally, I will seek to interpret Brahms's understanding of the serenade, his attitudes 
towards his predecessors, and the invitation that he made to his contemporaries and 
successors in the exploration of this musical genre. Instead of adopting the traditional view 
of genre as a strict prescription of musical form, I will propose a more flexible model for 
explaining the heterogeneous nature of the serenade - its instability in meaning and its 
capacious ability that allows elaboration. 
The Concept of Genre 
The term "genre" was not widely discussed in musical studies until recently, and it has 
appeared for the first time as a subject entry in the online version of the New Grove? 
Evidently, this is not surprising given our understanding of the very nature of music and the 
concept of genre. Music as a work of art, is often considered to be free from fixed 
prescriptions, a notion that is usually associated with genre. The way our music history is 
"constructed" illustrates best how much emphasis is given to the uniqueness of individual 
works in musicology/ Jauss rightly points out the possible antithesis between idiosyncrasy 
and genre: “A masterwork is definable in terms of an alteration of the horizon of the genre 
that is as unexpected as it is enriching.”斗 In that sense, the usefulness and relevance of genre 
2 Jim Samson, "Genre," in Grove Music Online, ed. L. Macy (Oxford: Oxford University Press, 
2008), http://www.oxfordmusiconline.com (accessed 7 June 2008). See also Allan F. Moore, 
"Categorical Conventions in Music Discourse," Music & Letters 82/3 (2001): 437. Jeffrey Kallberg, 
"The Rhetoric of Genre: Chopin's Nocturne in G Minor," in Chopin at the Boundaries: Sex, History, 
and Musical Genre (Cambridge, MA: Harvard University Press, 1996), 4, 23 l-32n. Kallberg notices 
the scarcity of genre study especially in literatures written in English. 
3 Carl Dahlhaus, "New Music and the Problem of Musical Genre," in Schoenberg and the New 
Music, trans. Derrick Puffett and Alfred Clayton (Cambridge: Cambridge University Press, 1987), 43. 
4 Hans Robert Jauss, Toward an Aesthetic of Reception’ trans. Timothy Bahti (Brighton: 
Harvester, 1982), 94. 
is doubted , and related s tudies in this subjec t are s imply d i smissed or ignored by most music 
scholars . 
T h e concep t o f genre is in fact puzz l ing and involves t w o in te rming l ing ques t ions : 
(1) the m e a n i n g of genre and (2) h o w to de f ine a genre . To expla in such an abst ract idea, one 
unavo idab ly seeks the help of o ther discipl ines , examples , and descr ip t ions of its functions.5 
Unfor tunate ly , n o n e of these s t ra tegies leads to a unif ied unde r s t and ing of the term.6 Genre 
s tudy in musica l schola rsh ip genera l ly recognizes genre as the c lass i f ica t ion of musical 
compos i t ions accord ing to shared character is t ics , yet the de f i c i enc ies of this v iew have been 
unan imous ly ident i f ied in recent y e a r s / However , long-s tanding and wel l -es tabl i shed genre 
• • • , • 8 • 
theor ies in l i terature have shed new light on the study of musical genre . S o m e literary 
5 It seems that literary critics have paid much more time interpreting the meaning of the term. 
See Thomas O. Beebee, The Ideology of Genre: A Comparative Study of Generic Instability 
(University Park, PA: Pennsylvania State University Press, 1994), 250, 283. Heather Dubrow, Genre 
(London: Methuen, 1982), 1-44. Alastair Fowler, Kinds of Literature: An Introduction to the Theory of 
Genres and Modes (Oxford: Clarendon Press, 1982), 37-44. 
6 Moore, "Categorical Conventions in Music,” 441. 
7 Dahlhaus, "New Music and the Problem,” 32-44. James A. Hepokoski, “Genre and Content in 
Mid-Century Verdi: 'Addio, del passato' (La traviata, Act III)；' Cambridge Opera Journal 1/3 (1989): 
249-57. Vera Micznik, "Mahler and T h e Power of Genre,,” The Journal of Mmicology 12/2 (1994): 
117-25. Catherine Coppola, "The Elusive Fantasy: Genre, Form, and Program in Tchaikovsky's 
Francesca da Rimini,” 19th-century Music 22/2 (1998): 169-70. Rodney Stenning Edgecombe, “On 
the Limit of Genre: Some Nineteenth-century Barcaroles," 19th-century Music 24/3 (2001): 252-53. 
Kallberg, "The Rhetoric of Genre," 4. 
8 Dubrow traces in her book genre theories in literature from Aristotle to twentieth-century 
Russian formalists and structuralists. See Dubrow, Genre. 
critics now take into account the communicative function of genre in order to elucidate the 
departure of a work from its generic n o r m s . � F o w l e r ' s metaphor is a very interesting one, 
and it distinguishes exactly the difference between the two perspectives: “in reality genre is 
much less of a pigeonhole than a p i g e o n . ” � The communicative function of genre will be 
discussed in more detailed later in this chapter. 
Classic View 
Etymologically, the term "genre" has its roots in the Latin word genus (kind)." In 
English, the term evolved from the word "gender" by the nineteenth century, and had the 
connotations of type.'^ With regard to music, RowelTs use of the term is typical: 
"multimovement genres such as the symphony, concerto, sonata, and quartet."'^ It illustrates 
the traditional view of the term as classification of music, one that focuses on the taxonomic 
application of g e n r e " Dahlhaus traces the change in the concept of genre and the 
Ibid., 1,31. Fowler, Kinds of Literature, 37. 
10 Ibid. 
11 Dubrow, Genre, 4. "Gender," in The Concise Oxford Dictionary of English Etymology’ ed. T. F. 
Hoad (Oxford: Oxford University Press, 1996), http://www.oxfordreference.com (accessed 28 
February 2008). "Genre." in The Concise Oxford Dictionary of English Etymology. 
12 Moore, "Categorical Conventions in Music," 434. 
13 Lewis Rowell, Thinking about Music: An Introduction to the Philosophy of Music (Amherst: 
The University of Massachusetts Press, 1983), 114. 
14 Fowler, Kinds of Literature, 37. Kallberg, "The Rhetoric of Genre," 4. Micznik, "Mahler and 
'The Power of G e n r e ' " 117. 
determining factors of a genre over the history of m u s i c . B e f o r e the seventeenth century, 
genre was defined primarily by function, text, and texture. It was not until the eighteenth 
century when form and scoring were realized as important for determining a genre. The 
sonata and the concerto quoted by Rowell above are formal types, while a symphony can be 
recognized as an orchestral sonata. In the transitional period of the seventeenth century, it 
seems that both sets of parameters were taken into account. That explains why Corelli 
differentiated between sonata da chiesa a tre (opp. 1 and 3) and the sonata da camera a tre 
(opp. 2 and 4), but at the same time included both sacred and secular works in his op. 5 
violin sonatas and op. 6 concerti g ro s s i， 
The classic view inclines towards the fixity of genre, assuming that shared 
characteristics form part of a genre's definition.'^ In their studies of literary theory, Beebee 
and Culler both generalize that textual meaning could reside in: (1) the authorial intention, 
(2) the work's historical and literary context, (3) the text itself, or (4) the reader.'^ This idea, 
when applied to our understanding of musical genres, reveals that the conventional approach 
seeks to define a genre primarily from the musical text itself (musical), with some reference 
to the historical and social context (extramusical). The determinants as mentioned by 
Dahlhaus above, can now be grouped differently: texture, form, and scoring as musical 
factors and text and function as extramusical ones. Actually, the complex of musical 
Dahlhaus, "New Music and the Problem；' 33-35. 
16 Ibid., 34. 
17 Fowler, Kinds of Literature, 38. Kallberg, "The Rhetoric of Genre," 4. 
18 
Beebee, The Ideology of Genre, 3. Jonathan Culler, Literary Theory: A Very Short Introduction 
(Oxford: Oxford University Press, 1997), 65-66. 
parameters can also include theme, tonality, rhythm, and composit ional technique, while 
purpose and occasion are some other examples of extramusical elements. '^ 
It seems that the depiction of genre as a means of classification is conceptually 
adequate. Nevertheless, Dubrow, in the introduction to her book, points out the practical 
difficulty in arriving at a "simple and satisfactory" definition of individual genres and of the 
term genre i t s e l f . � � S h e indicates that the central problem lies in the process of defining a 
genre, which is intrinsically circular: "one establishes such a definition on the basis of a few 
examples, and yet the choice of those examples from the multitude of possible ones implies a 
prior decision about the characteristics of the g e n r e . � B e e b e e , on the other hand, gives less 
weight to the content (shared characteristics) of a genre, arguing that it is impossible to 
define a genre individually. He suggests that the recognition of a genre relies much on its 
relation with other genres, and therefore genre is in itself a "system of differences."^^ 
Cairns 's comment clarifies how this generic system works: "every genre can be thought of as 
having a set of primary or logically necessary elements which in combination distinguish 
that genre from every other genre.”丄飞 
In addition to the problems associated with the process of defining individual genres. 
19 Hepokoski, "Genre and Content in Mid-Century Verdi," 253. Micznik, "Mahler and 'The 
Power of Genre',"丨 21-22. 
Dubrow, Genre, 7. 
21 Ibid., 46. 
22 Beebee, The Ideology of Genre, 256. 
23 Francis Cairns, Generic Composition in Greek and Roman Poetry (Edinburgh: Edinburgh 
University Press, 1972), 6. 
the interpretation of genre as a fixed form with a single state is also questionable. Adorno 
expresses the non-existence of an archetypal work that displays all qualities of a genre: 
"Actually, there may never have been an important work that corresponded to its genre in all 
respects . ’，24 And according to Beebee, the idea of a genre as a collection of texts or a list of 
traits can only be an "extreme example of a g e n r e . H e r e , the underpinning logical issue is 
identified by Fowler: "We can specify features that are often present and felt to be 
characteristic, but not features that are always present.""^ What he proposed is that a work 
can only possess some but not all features of the genre that it represents, and one should not 
expect the list of generic determinants to be comprehensive. It is also inappropriate to 
assume that all characteristics of a work are shared by other works of the same genre.^^ 
This leads to another dilemma of genres 一 dividing boundaries seem to exist between 
individual genres, but these boundaries cannot be defined with certainty, or simply by any 
2 o 
single set of characteristics. Coppola, in her study of Tchaikovsky's Francesca da Rimni, 
24 Theodor Adorno, Aesthetic Theory, ed. Crete I Adorno and Rolf Tiedemann, trans. C. Lenhardt 
(London: Routledge & K. Paul, 1984), 285. For further reference, see Benedetto Croce, Aesthetic as 
Science of Expression and General Linguistic, trans. Douglas Ainslie (London: Perter Owen-Vision 
Press, 1967), 37. Jauss, Toward an Aesthetic of Reception, 89, 94. Kallberg, "The Rhetoric of Genre," 
4. 
25 Beebee, The Ideology of Genre, 258. 
26 Fowler, Kinds of Literature, 40. 
27 Ibid., 38. 
28 
Beebee, The Ideology of Genre, 3. Coppola, "Elusive Fantasy: Genre, Form," 177. Fowler, 
Kinds of Literature, 38. 
describes that the fantasy is a genre with permeable borders.29 This statement is also valid 
for all other genres, and as described by Gal an: 
In time, the particular combinations of such generic devices undergo 
considerable change. While some elements remain unaltered, maintaining the 
genre's continuity, the influx of new elements assures its freshness and 
elasticity. But in extreme cases even those elements with which the genre is 
primarily identified may disappear, whereas the secondary elements e n d u r e . . . . 
Thus genre is a historically conditioned concept， 
In this sense, when we talk about a genre, we can only refer to its state at certain point of 
time. Concerning a genre without specifying the time, or presuming its fixity within a wide 
chronological span, as mentioned by Fowler, could be quite meaningless if not impossible.^' 
The flexibility of generic boundaries also means that genres may be mixed to form hybrid 
works. As we shall see later in this chapter, there was an increasing number of compositions 
possessing the qualities of more than one genre in the nineteenth century. 
In fact, the traditional conception of genre had been under continuing attack since the 
Romantic period, and this is closely associated with the shift in aesthetic attitudes. Rowell 
summarizes the change: "the classification of music into a set of clear types and genres was 
replaced by the idea of music as a unified, amorphous, transcendental process, manifested by 
a vast number of individual works, each containing its own r u l e s . C o o k describes that 
29 Coppola, "Elusive Fantasy: Genre, Form," 175. 
F. W. Galan, "Literary System and Systemic Change: The Prague School Theory of Literary 
History, 1928-48," PA4LA 94/2 (March 1979): 279. 
31 Fowler, Kinds of Literature, 47. 
32 Rowell, Thinking about Music, 122. 
music before the nineteenth century, like present-day pop music, was perceived as 
ephemeral.33 The value of music at that time, according to Dahlhaus, was mainly grounded 
in its function, such as the roles in accompanying a liturgical act, a dance, or a festive 
procession.34 Therefore, the merit of a work was measured primarily by whether it served 
the func t ion properly, or by ex tens ion , whe the r it c o n f o r m e d to the es tab l i shed pr inciples of 
its genre.35 
On the contrary, originality became more significant in judging the success of a musical 
composition in the nineteenth century. As Beebee writes, a work's "adherence to generic 
rules becomes inversely proportional to its aesthetic quality."^^ While the Classicists 
emphasized the importance of form, the Romantics considered "poetic idea" as more 
decisive.37 The difference between the Classicists and the Romantics reflects the change in 
the composers' response to their predecessors at the turn of the century. Although Bloom's 
The Anxiety of Influence maintains that a creator is inescapable from the shadow of his/her 
predecessors, Romantic composers generally shared among themselves the goal to pursue 
innovation and freedom from any conventions. The result is the emergence of a large number 
of individual, self-contained works, and the query of the usefulness of genre as a conceptual 
Nicholas Cook, Music, Imagination, and Culture (Oxford: Clarendon Press, 1990), 37. 
Carl Dahlhaus, Analysis and Value Judgement, trans. Siegmund Levarie (New York; 
Pendragon Press, 1983), 13. 
Cook, Music, Imagination, and Culture, 37. Dahlhaus, Analysis and Value Judgement, 13. 
36 Beebee, The Ideology of Genre, 8. 
37 Cook, Music, Imagination, and Culture, 37. Dahlhaus, "New Music and the Problem," 37. 
10 
category was thus raised.^^ In the twentieth century, musical compositions tend to be so 
unique and unrepeatable that, as suggested by Dahlhaus, ‘‘[t]hey detach themselves from the 
tradition of genre, the substance of which has been whittled away.’, 
The appearance of many compound generic titles in the nineteenth century also 
challenged the validity of genre as classifying tool. Coppola enumerates many examples of 
hybridized fantasies in her study: Chopin's Fantaisie-Impromptu, op. 66 (1 834), Glinka's 
Valse-fantaisie for piano (1839), Tchaikovsky's Fantasy Overture, Romeo and Juliet (1869), 
Satie's Fantaisie-valse for piano (1885), and Scriabin's Sonata No. 2 (Sonata-Fantasy) in G# 
Minor, op. 19 (1892-97).'^^ Here, the problem associated with these compound titles is not 
only the difficulty of classification, but also how meaningful a generic title could be. The 
situation becomes even more complex when a composition with a clear generic designation 
possesses some qualities that deviate from the generic norms. Kali berg, in his study of 
Chopin's Nocturne in G Minor, op. 15, No. 3, identifies the multiple generic qualities 
ingrained in the work.^' Instead of adopting the traditional view of genre, he borrows new 
approaches from literary studies in order to understand Chopin's use of the generic term, 
stressing the communicative function of genre. The application of these literary approaches 
in musical studies will be introduced in the following section. 
38 Kallberg, “The Rhetoric of Genre；' 4. 
39 Dahlhaus, “New Music and the Problem," 42. 
40 Coppola, "Elusive Fantasy: Genre, Form," 180-81 
41 Kallberg, "The Rhetoric of Genre," 3-29. 
11 
Recent Views 
Since the eighteenth century, alternative views of genre have gradually emerged in 
literary studies."^^ Hirsch summarizes the main idea: "A genre is less like a game than like a 
code of social b e h a v i o r . H i s statement implies that genre is in reality a mediator between 
the composer and the audience more than a classification. By choosing to write in a musical 
genre, a composer announces not only the generic conventions that he/she accepts to be 
bound, but also the way we should hear his/her work. Through the signal of generic title, the 
composer sets up a "generic contract" with the listener: while the composer agrees to follow 
at least some of the conventions, patterns, and gestures of a genre (or genres in case of 
compound title), the listener consents to concentrate on certain attributes of the work that are 
significant to its genre, realizing that some other features are less important/^ Dubrow 
exemplifies the idea of generic contract in literature by the response of readers to a scene in 
A Midsummer Night s Dream. In that scene, although Theseus threatens Hermia with death, 
readers never take this seriously or believe that the play will end with a heart-rending 
execution, since they have the preconception that comedies customarily end with marriage 
rather than death.45 
This is just an example showing how genre exerts its persuasive force on readers. For 
42 Fowler, Kinds of Literature, 37. 
Dubrow, Genre, 31. Eric Donald Hirsch, Validity in Interpretation (New Haven: Yale 
University Press, 1967), 93. 
44 Dubrow, Genre, 31. Kallberg, "The Rhetoric of Genre,” 5. 
Dubrow, Genre, 32. 
listeners of musical works, genre also guides their listening experience in a similar manner. 
Cook quotes the case of Beethoven's First Symphony to demonstrate how people were 
surprised by its opening in an early performance: the symphony begins with a dominant 
seventh of the subdominant and many people were surprised by the "dissonance" of the 
chord and the "remoteness" of the opening tonality.''^ With a title in mind, listeners actually 
form certain expectations of what they will hear in the music. That explains why the 
audience in Beethoven's time found the opening chord astonishing - it is simply because the 
gesture was not consistent with their understanding of the genre (i.e. symphony). 
On the other side of the generic contract, a composer is also bound by "a set of rules for 
generating musical work.""^^ Guillen uses the following metaphor to describe the 
relationship between genre and writer: 
A ship crosses the straits in the night and is determining its course with the 
help of two powerful light beams which accompany it from the heights with 
their rays. The light beams do not interfere with the navigator's freedom to 
maneuver; on the contrary, they presuppose and even favor it. The beams reach 
the boat's position but do not coincide with it/^ 
As Guillen states, genre is not only "an invitation to the actual writing of a work" but also 
an invitation to form. ' " ' Here, "form" connotes certain underlying attitudes towards 
46 Cook, Music, Imagination, and Culture, 146. 
47 Johan Fornas, "The Future of Rock: Discourses That Struggle to Define a Genre,” Popular 
Music 14/1 (January 1995): 111. 
48 Claudio Guillen, "Satira y poetica en Garcilaso," in Homenaje a Casalduero, ed. Rizel Pincus 
Sigele and Gonzalo Sobejano (Madrid: Credos, 1972), 232, trans, and quoted in Dubrow, Genre, 14. 
49 Claudio Guillen, Literature as System: Essays toward the Theory of Literary History 
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tradition and experience, and the invitation involves the process of restoring, altering, 
reformulating, or reforming the shape of a musical t y p e . � � A composer 's responses to the 
generic rules could extend across a broad spectrum, ranging from imitating existing models 
to challenging the central assumptions associated with a genre, and this corresponds to the 
two extreme attitudes towards the tradition - respectful and conservative or contrary and 
reformative.51 
The most recent view considers genre as a set of conventions enabling the 
communication between composers and audience; and with the aid of generic title, it works 
as a vehicle through which the composer conveys his/her message to the a u d i e n c e ? 
Compared with the traditional approach to genre, the contemporary approach seeks to 
identify the generic meaning of a work not only from the musical text itself, but also from 
the authorial intention, the work's historical context, as well as the audience's perception. 
This leads to the development of hermeneutic interpretation in genre study, which aims to 
explain a composer 's compliance with or defiance of the generic ru les , ] 
It should be noted that some scholars negate the relevance of genre. Croce maintains 
that genre violates the uniqueness of a work of art and misleads the reader from an intuitive 
(Princeton, NJ: Princeton University Press, 1971), 72, 109. 
50 Dubrow, Genre, 23. Kallberg, "The Rhetoric of Genre," 8. 
51 Dubrow, Genre, 39. Kallberg, "The Rhetoric of Genre," 6. 
52 Moore, "Categorical Conventions in Music," 438-40. 
53 The followings are some examples taking the hermeneutic approach to genre. Hepokoski, 
"Genre and Content in Mid-Century Verdi," 249-76. Kallberg, “The Rhetoric of Genre,” 3-29. 
Micznik, "Mahler and 'The Power of Genre',” 117-51. 
to a logical response to that work, which results in the coexistence of the two opposing 
reactions.54 His denial of genre is further supported by certain theories raised in the last few 
decades. In his theory of deconstruction, Derrida asserts the indeterminacy of any text. 
Barthes also declares that, because the series of conflicting signals and codes is infinite, there 
is no such thing as a precise and objective reading of a text. Genre as a type of code that 
guides our reading, therefore, is losing its force.^^ However, recent studies in the subject 
show that genre can still make some contribution to the musical scholarship. 
Contemporary Study of Genre in Music 
In the last two decades, genre study in music has focused mainly on nineteenth-century 
instrumental genres. The few researches in this topic generally employ one of the following 
two approaches: (1) one that deals with the historical evolution and transformation of a genre, 
and (2) one that seeks to interpret the use of genre in a musical c o m p o s i t i o n . F o r the first 
approach, Fowler notices a split into two polarities among genre criticism: synchronicity and 
diachronicity.57 While synchronic study concentrates on the fixity of genre, diachronic study 
engages in the chronicle history, without making any attempt to generalize some key features 
that are characteristic of the genre in question. In the following paragraphs, some of the 
54 Croce, Aesthetic as Science, 44-45. Dubrow, Genre, 84. 
55 Ibid., 84-85. 
Micznik, "Mahler and 'The Power of Genre' ," 121. 
57 Fowler, Kinds of Literature, 37. 
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recent studies in musical genre will be enumerated. 
Historical Study of Genre 
In his article, Edgecombe examines a number of nineteenth-century barcaroles and 
assumes its stability.^^ Given the many examples which violate the "definition" of the 
barcarole, he points out the taxonomic difficulties posed by the genre. He proposes that, in 
addition to the traditional way of defining a genre using musical parameters, extramusical 
determinants such as ethos, meaning, and context should also take a role. He then identifies 
the various features of the barcarole by referring to its origins (Venice and Scotland); and 
subdivides the genre into six subtypes, considering specifically their use in operas and ballets. 
His approach of subdividing a genre actually provides little help to remedy the deficiency 
that he identified. The underlying problem associated with the taxonomic application of 
genre, as noted by Fowler, lies in the fact that no matter how it is divided, subgenres will still 
"have their exception, their overlapping anomalies, [and] their variety.’,59 Another weakness 
of Edgecombe's study is that he neglects the communicative function of generic title. He 
argues that certain pieces, even in the absence of specific generic designation, are essentially 
barcaroles, based on the ground that they either fulfill some generic specifications, or allude 
to the ethos and traditions of the genre. 
Contrasting to Edgecombe's synchronic study of the barcarole, Schipperges's thesis, 
' ' E d g e c o m b e , "On the Limit of Genre,” 252-67. 
59 Fowler, Kinds of Literature, 40. 
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"Serenaden zwischen Beethoven und Reger" (Serenades between Beethoven and Reger), 
focuses on the continual transformation of the serenade from the late sixteenth century to the 
early twentieth century (to be discussed later). On the other hand, some scholars combine 
both synchronic and diachronic perspectives as appropriate, carefully deciding where a 
historical accommodation is needed and when the generic prescription may be treated as 
unchanged. Examples demonstrating the use of this flexible strategy to genre can be found in 
the researches of Samson and Coppola. 
In his book, Chopin: The Four Ballades, Samson conducts a thorough study of the four 
ballades by Chopin.^^ The topics covered in this book ranges from the social and stylistic 
background, genesis and reception, to a detailed analysis of the form and structure of the four 
pieces. His final chapter concentrates on Chopin's interpretation of the ballade as a musical 
genre, presuming its stability (synchronicity). He also illustrates how genre theories can be 
used to delineate the emergence of the ballade from post-classical, popular concert music 
(diachronicity). Here, he suggests that the meaning of genre is created from the interaction 
between title and content. The musical content of individual works can either strengthen a 
generic definition, or broaden it through temporary departure from the generic norm. This 
struggle between norm and deviation results in what he called a "complex of meaning.’，… 
Samson also notices the persistent allusion to other genres (such as waltz and barcarolle) in 
Chopin's ballades. According to him, the reference to these popular genres implies that 
generic boundaries are not necessarily as clear and definite but are vulnerable to subversion. 
60 Jim Samson, Chopin: The Four Ballades (Cambridge: Cambridge University Press, 1992). 
Ibid., 71. 
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Coppola, in her study of Tchaikovsky's symphonic fantasia, Francesca da Rimini, 
proves the usefulness of a balanced approach in genre criticism.62 Diachronically, she 
examines the multiple meanings of the term fantasia in many eighteenth- and 
nineteenth-century encyclopedias and reference works, and thus provides a historical 
overview associated with the use of the generic term. Synchronically, she identifies four 
compositional processes that are significant to a group of 21 fantasias written by major 
composers between 1870 and 1920, assuming the stability of the genre during this period. 
She argues that Tchaikovsky's choice of the compound title is not arbitrary, as the work 
possesses the qualities of both the symphony and the fantasia. She also maintains that the 
composer's formulation of the generic mixture links intimately to the program and is 
therefore justifiable. 
Hermeneutic Study of Genre 
In the writings of Edgecombe and Coppola, the discussion of genre is placed in the 
context of a work's program. Hepokoski also follows this line in his study of "Addio, del 
passato" in Verdi's opera La traviata.�He considers the composer's manipulation of the 
aria around the generic boundaries a means to unveil the true character of Violetta. 
Hepokoski's article reflects the rising interest in the hermeneutic approach in genre study. 
Micznik and Kallberg extend its use in the reading of instrumental music which has no 
62 Coppola, "Elusive Fantasy: Genre, Form," 169-89. 
63 Hepokoski, "Genre and Content in Mid-Century Verdi," 249-76. 
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explicit program. They maintain that genre study should emphasize interpretation rather than 
the issue of categorization and historical development, since genre is in essence a generator 
of meaning in a musical work，Miczn ik notices the mixture of high and low genres in the 
middle movements of Mahler's Ninth Symphony, which results in the trivialization of the 
elevated fugue subject in the third movement. She proposes that the hybridization of genre 
expresses the composer's opposition to the academic music (represented by the fugue) 
blindly praised by the philistines.^^ In his study of Chopin's Nocturne in G Minor, op. 15, 
no. 3, Kallberg observes the work's departure from the generic norms in relation to the social 
background and realizes the message conveyed by Chopin.^^ He suggests that the gestures 
of the mazurka and the chorale evoke thoughts about Poland and religion respectively, which 
reveals Chopin's nostalgia during his stay in Paris. This essay adduces the feasibility of 
viewing genre from different perspectives by considering not only musical but also 
extramusical elements ambient to a composition. 
Study of the Serenade as a Musical Genre 
Genre studies specifically focusing on the serenade are very limited, and Schipperges's 
dissertation is the only one which gives an extensive account of the genre in the nineteenth 
Kallberg, "The Rhetoric of Genre," 10. Micznik, "Mahler and 'The Power of Genre，，” 121 
65 Ibid., 150. 
66 Kallberg, "The Rhetoric of Genre," 3-29. 
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century.67 丁here, he traces the various musical forms of the serenade from the late sixteenth 
century to the early twentieth century, pointing out particularly the diversity of its musical 
form, instrumentation, function, performance setting, as well as musical content of the 
nineteenth-century serenades. Unfortunately, his study focuses mainly on the serenades of 
Austro-German composers (Beethoven, Brahms, Robert Volkmann, Robert Fuchs, and Max 
Reger) and discusses the serenades outside this geographic border very little. Schipperges 
suggests that the development of the genre is more important than its function. What he 
found is that the musical components defining the serenade changed over time, and as a 
result he made no attempt to generalize or arrive at a conclusive definition of the serenade in 
the nineteenth century. He could only presume that individual composers were free to 
explore the meaning of the genre and their conception of the serenade, therefore, relied 
largely on their own aesthetic sense. 
After reviewing the concept of genre and the limited number of related studies, we 
should be aware that the topic deserves more attention. In the rest of this thesis, I will 
approach the discussion of genre by using the serenade as an example, and I will begin with 
an overview of the early history of the serenade in the next chapter. 
67 Thomas Schipperges, Serenaden zwischen Beethoven iwd Reger: Beitrcige ziir Geschichte der 
Gattung (New York: P. Lang, 1989). An abstract of the dissertation written in English can also be 
found in Thomas Schipperges, "The Serenade as a Musical Genre in the 19th Century," Miscellanea 
Musicologica (Australia), Adelaide Studies in Musicology 16 (1989): 194-201. 
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Chapter 2 The History of Serenade to the End of the Eighteenth Century 
The Origin of Serenade 
The term serenade is used in both English and German. A German synonym is 
Standchen, but this term also denotes serenade-like songs and pieces for male-voice chorus 
in the nineteenth century, a meaning that is unique to it.丨 Cognates in other European 
languages include serenade (French), serenada and serenata (Italian), serenata (Spanish), 
szerenad and ejjelizene (Hungarian), and serenada (Russian)." As a musical concept, 
serenade originated from serenata in Italy in the late fifteenth century (to be discussed later). 
The two terms remained interchangeable in the eighteenth century, but serenata was 
gradually differentiated as a dramatic genre in the Baroque period, while serenade as an 
instrumental musical form developed in the Classical p e r i o d . � I n light of the close 
relationship of the two terms, the Italian serenata (literally meaning a clear sky at night, 
adopted from sereno to be discussed below) is inevitably referred to the etymology of the 
‘ H u b e r t Unverricht and Cliff Eisen, "Serenade,' ' in Grove Music Online, ed. L. Macy (Oxford: 
Oxford University Press, 2007), http://www.grovemusic.com (accessed 17 January 2007). Hubert 
Unverricht, “SMndchen,” in Grove Music Online. Schipperges also briefly points out the singularity of 
the word Standchen\ but he does not explain the difference between serenade and Standchen. See 
Thomas Schipperges, "Serenade-Serenata," in Die Musik in Geschichte und Gegenwart: Sachteil 
(Kassel: Barenreiter-Verlag, 1998), 8:1309. 
2 Schipperges, "Serenade-Serenata," 1309. Unverricht and Eisen, "Serenade," in Grove Music 
Online. 
3 Andrew Kearns, "The Orchestral Serenade in Eighteenth-Century Salzburg," Journal of 
Musicological Research 16/3 (1997): 164. In the following discussion, serenata refers to the vocal 
genre while serenata is used when the title is adopted in the instrumental genre. 
serenade . 
T h e m a n y e tymolog ica l der iva t ions of the term se renade reveal the incons is tency in its 
mean ing . T h e mos t c o m m o n associa t ion is with the Italian word sera, wh ich has the mean ing 
of the evening.5 Th i s word is der ived f rom the Latin word serus, l i terally m e a n s late.6 Yet, 
not all scholars agree to this interpretat ion. Talbot r e fuses to accept the connec t ion with sera 
in his d iscuss ion of the e igh teen th-cen tury serenata in V e n i c e / He sugges t s that the true 
m e a n i n g of serenata is der ived f r o m the Italian word sereno (Lat in sereniis), which as an 
ad jec t ive m e a n s serene, calm or clear; but as a noun could also mean a c lear sky at night. 
4 John Anthony Cuddon, ‘‘Serenade,’’ in A Dictionary of Literary Terms and Literary Theory, 4th 
ed. (Oxford: Blackwell, 1998), 810. Hans Engel, "Divertimento, Cassation, Serenade," in Die Musik 
in Geschichte und Gegenwart (Kassel: Barenreiter-Verlag, 1954), 3:597. George Grove, ‘‘Serenade,,， 
in Grove's Dictionary of Music and Musicians, 5 th ed. (London: Macmillan, 1954), 706. Hugo 
Riemann, "Serenade," in Dictionary of Music, trans. J. S. Shedlock (New York: Da Capo Press, 1970), 
728. 
5 Cuddon, "Serenade," 810. Grove, “Serenade，” 706. Schipperges, “Serenade-Serenata,” 1307. 
6 Ernest Klein, “Serenade,” in A Comprehensive Etymological Dictionary of the English 
Language (Amsterdam: Elsevier, 1971), 674. Schipperges, "Serenade-Serenata," 1307. 
7 Michael Talbot, "The Serenata in Eighteenth-century Venice,” R. M. A. Research Chronicle 18 
(1982): 1. 
8 Klein, "Serenade," in Comprehensive Etymological Dictionary�674. Talbot, “Serenata in 
Eighteenth-century Venice," 1. Unverricht and Eisen, "Serenade," in Grove Music Online. Rousseau 
also discussed the association of serenade with the Italian sereno and the Latin word serums but he 
interpreted the meaning of these two words as in the evening. See Jean-Jacques Rousseau, 
"Serenade," in Dictionaire de musique (Paris: Chez la veuve Duchesne, 1768), 13:259. For English 
translation, see Jean-Jacques Rousseau, "Serenade," in A Complete Dictionary of Music, trans. 
William Waring (New York: AIMS Press, 1975), 360. 
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This view can be supported by dividing the term serenade into two parts: serene and the 
suffix -ade.9 Schipperges also brings out the Italian term al sereno, literally meaning in the 
open air, and points out the performance setting of the s e r e n a d e . � No matter how varied 
these etymological associations are, it is clear that all of them are invoked in the literary 
serenade, the predecessor of the musical genre. 
The word serenade in literature does not have a clear definition. Gray describes it as "a 
song or song-like poem to lull a loved one to sleep in the evening," and it is "not as common 
or clear a lyric form as the aubade or dawn song.”丨‘Cuddon adds that the place of 
performance is "beneath a lady's window," but he believes that it is a "musical rather than a 
literary term."'^ Perhaps serenade is no longer a literary genre in modern sense but its 
existence in poetic form can be traced to the Classical antiquity.'^ The tenth ode of the third 
book (23 BC) written by Horace (65 BC-8 BC) is in fact a serenade (Greek 
兀apaK}uxDGiBDpov).i4 According to Williams, this serenade is based on traditional poetic 
form.丨5 It contains four stanzas with the structure of a-a-a-b, and each of the first three lines 
9 Klein, "Serenade," in Comprehensive Etymological Dictionary, 674. 
� Schipperges, "Serenade-Serenata," 1308. 
“ M a r t i n Gray, "Serenade," in A Dictionary of Literary Terms, 2nd ed. (Beirut: York Press, 
1992), 261. 
12 Cuddon, "Serenade," 810. 
"Serenade." in Oxford English Dictionary Online, ed. John Sim son (Oxford: Oxford 
University Press, 2007), http://dictionary.oed.com (accessed 2 February 2007). 
14 Gordon Williams, ed. and trans., The Third Book of Horace's Odes (Oxford: Oxford 
University Press, 1969), 76-79. 
15 Ibid., 23-25. 
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has 12 syllables while the last consists of 8 syllables. Also, the lines always begin with a 
spondee ( ) and end with an iambus ( u —). The subject matter of this poem is about a 
man who stands outside his mistress's house and reproaches her for excluding him. Its style 
is dramatic, as the tone shifts fairly quickly within such a short work. It is also filled with a 
sense of irony and humor, because the writer observes himself from the perspective of a third 
person and thus makes himself appear ridiculous in front of his lover. As we shall see later, 
the subject matter and the satirical or humorous style recur in the earliest musical serenades. 
Before the appearance of any preserved notation of its music, the serenade existed as a 
musical concept in various types of writings starting from the late fifteenth century in Europe. 
The Italian poet Luigi Pulci (1432-1484) first brought out this concept in his two epics, La 
beca (1468-1470) and // morgante (1483).'^ Similarly, the French poet Louise Labe 
(1524-1566) wrote a dramatic allegory in prose entitled Debat de Folie et d’Amour {Debate 
of Folly and Love, 1555). She mentioned in the following quotation three ideas: the 
relationship between love and music, serenade as a musical concept, and love as a subject 
matter of the serenade. 
Diray je que la Musi que n ’a este inventee que par Amour? et est le chant et 
harmonie I 'effect et signe de /，Am our parfait. Les homnies . . . c hem tent tons le 
jours diverses chansons: et viendront a inventer madrigalles, sonnets, pavanes’ 
passemeses, gaiUardes, et tout en commemoracion d'Amour: comme celui, 
pour lequel les hommes font plus que pour nul autre. C 'est pour lui que Ion fait 
des serenades, aubades, tournois, combats tant a pie qu 'a cheval. En toutes 
lesquelles entreprises ne se treuvent que jeimes gens amourens: on s 'ils s 'en 
treuvent autres meslez parmi, ceux qui ayment emporteut toiisjonrs le pris, et 
16 Schipperges, "Serenade-Serenata," 1308. 
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en remercient les Dames, desqueUes Us out porte lesfaveurs 17 
Shall I say that no one but Love invented Music, and that singing and harmony 
are the result and the sign of perfect Love? Men . . . sing different songs every 
day and have invented madrigals, sonnets, pavanes, passamezzos and ribald 
dances, all of them in celebration of Love, for whom men will do more than 
for anyone else. It is for him that serenades, aubades, tournaments and battles, 
both on foot and on horse, are held. In all these activities we find only young 
lovers, and if some others mingle among them, those who are in love always 
carry off the prizes and thank the Ladies whose favors they carried. 
In Germany, the music theorist Michael Praetorius (1571-1621) explained in the third 
volume of his three-volume treatise Syntagma music inn (1614-1620) what the serenade is: 
“1st ein Abeudsgesang mit dreyen oder mehr St i mm en / Wenn man des Abends vff'der Gas sen 
spatzieren / oder Gassaten gehef / vnd wie es vjf Vniversiteten genennet wird / den Jimgfern 
I Q 
ein Standichen oder Hoferecht machf (This is a composition to be performed in the 
evening on a stroll through the streets to serenade and pay court to the young maidens. It is 
called serenading by university students and is in three or more p a r t s ) . H e r e , Praetorius 
provides us with a clearer explanation about the context, nature, and musical features of the 
earliest form of this musical genre. 
17 Louise Labe, Debate of Folly and Love, trans. Anne-Marie Bourbon (New York: Peter Lang, 
2000), 84-85. The English translation that follows is given by Bourbon. 
18 Michael Praetorius, Syntagma miisicum, (1619; repr., Kassel: Barenreiter, 2001), 3:18. The 
reprint of the facsimile shows many possible errors and variant spellings. The citation above is a 
literal transcription by Schipperges. See Schipperges, "Serenade-Serenata," 1308-09. 
19 Michael Praetorius, Syntagma musicum III, trans, and ed. Jeffery Kite-Powell (New York: 
Oxford University Press, 2004), 35. 
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Early Serenades and the Vocal Tradition 
The first extant musical serenade that can be found is an Italian serenata from the 
sixteenth century. It is collected in II Primo Libro de Madrigali a Sei Voci (Madrigals for Six 
Voices, Book 1, 1560) by the Italian composer Alessandro Striggio (ca. 1536/37-1592).^° Of 
the 20 madrigals contained in this book, a set of four pieces are marked specifically as 
serenata. The titles of these pieces are: L 'aria s 'oscura e di minute stelle (The sky grows 
dark, and with tiny stars) and Ma tu per darm，al cor maggior tor men to (But you cause 
greater pain in my heart) written for five voices, Apri, apri homai 1 'usci, o mia gentil signora 
(Open the door now, my noble lady) and Ohime ch 'io spas mo-Apri la porta homai (Oh, dear, 
I'm in agony-Open the door now) for six voices. Although the work was originally 
conceived for vocal ensemble, Bute hart has also considered the possibility of instrumental 
participation."' Such performance practice can be found in various paintings and engraved 
illustrations in the sixteenth century. Also, as an instrumental virtuoso on a variety of 
instruments, Striggio is known to have taken part in the performance of his own music, 
probably playing the small or large lira or the lute. The text, written by an anonymous writer, 
is in four non-identical stanzas. They were then set into four pieces (or sections of music) by 
Striggio. Its subject matter is derived from the literary serenade 一 the writer of the poem 
stands outside of the house of his adored woman in a clear night, describes how much he 
suffers from lovesickness, and begs for her acceptance. Butchart points out the humorous 
2a Schipperges, "Serenade-Serenata," 1310. 
21 David S. Butchart, preface to II Primo Libro de Madrigali a Sei Voci, by Alessandro Striggio 
(Madison: A-R Editions, 1986), xi. 
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character of Striggio's music and identifies the serenata as an immediate antecedent of 
madrigal comedies.^^ 
The Franco-Flemisch composer Roland de Lassus (Orlando di Lasso, 1530/32-1 594) 
wrote a parody of a serenata. Mat on a Mia Cara (O my good lady, 1581 The text has four 
stanzas, with the odd-numbered lines consisting of seven syllables and the even-numbered 
lines having six. The work is not entitled serenata, but it imitates a song of courtship in a 
satirical way. Contrasting to the use of more refined text in the serenata, the language used in 
this song is raw, vulgar and sometimes even erotic.24 It is interesting to note that the text was 
written in broken Italian, and Pike suspects that the man sneezed while he was singing, both 
of which makes him look funny."^ The first two stanzas of the text inform not only the intent 
of serenading, but also the context of performance. 
22 Butchart, preface to II Primo Lihro, viii. 
23 Schipperges, "Serenade-Serenata," 1310. 
24 Bernard Thomas, editorial note to Mat on a mia cara, by Roland de Lassus (London; London 
Pro Musica Edition, 1991), n.p. 
Lionel Pike, Pills to Purge Melancholy: The Evolution of the English Ballett (Aldershot: 
Ashgate, 2004), 3. The nonsense syllables in the refrain of the piece is Don don don, diri diri don don 
don don. Pike may refer "Don don don,’ as the plucking of the strings while "diri diri" as the sneezes 
of the singer. 
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Matona, mi a car a, 
Mi foil ere canzon, 
Can tar sotto finestra, 
Lantze buon compagnon, 
Don don don . . . 
0 my good lady, 
1 want to sing a song 
below your window. 
I'm a lancer, and a good 丨ad. 
Don don don ... 
Ti prego m 'ascoltare, 
Che mi cantar de don, 
E mi tifoler be ne, 
Come greco e capon, 
Don don don . . . 
I beg you listen to me, 
because 丨 sing good, 
And 1 want you, 
like a Greek wants his capon. 
Don don don 26 
Another serenata is compiled in Selva di Varia Ricreatione (1590) by the Italian 
composer Orazio Vecchi (1550-1605). This is a collection of 47 songs and dances, eight of 
those are serious madrigals while the remaining are light pieces, including the serenata 
entitled Tiridolar^ Tiridola is the name of the woman to whom the song is addressed. The 
music is written for six voices; and the text gives us some information about the timing and 
setting of the performance, as well as the quality and possible instrumentation of the music. 
26 Thomas, editorial note to Matona mia cara, n.p. This piece is written for four voices but 
Thomas suggests that the voice parts can also be replaced by instruments, resulting in a work for 
purely instrumental performance. 
27 William R. Martin, "Vecchi, Orazio," in Grove Music Online. 
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Tiridola non dor mire 
S ’im bel canto vuoi sentire 
Che si fa la serenata 
Con una bella brigata. 
Su, su presto esci dal letto 
Ch ’udirai menar I 'archetto 
La viola dolcemente. 
Su dal letto prestamente, 
Leva su, deh, non tardare 
Che comencian 'accordare 
L 'Arpicordo col Leuto. 
E il I iron col corno muto. 
Iron tron tiri tron . . . 
Do not sleep, Tiridola 
If you want to hear a beautiful song, 
Since we are going to perform a serenata 
With a fine company. 
Arise quickly from your bed 
To hear the viol 
softly bowed. 
Quickly arise from the bed, 
doir t hesitate 
For they are tuning 
The harpsichord with the lute 
And the lirone with the mute cornetto 
28 
Tron tron tiri tron . . . 
It may seem strange to have harpsichord and cornett taking part in the performance if the 
man sings in an open area, but the use of string instruments such as viol, lyra, and lute as 
accompaniment is feasible. This can be confirmed by the nonsense syllables contained in 
both examples of Lassus and Vecchi. According to Pike, these syllables (don, don, don, and 
tron, tron, tiri tron) represent the plucking of the strings and imitate the playing of the lute."^ 
Moreover, Thomas raised the point that some dances were sung in the late sixteenth century. 
The inclusion of a serenata in this collection, therefore, may imply its possible affiliation 
with dance,3° 
The above three examples show clearly the vocal origin and tradition of the serenade, 
28 Christian Mondrup, ed., "Orazio Vecchi," Werner Icking Music Archive, 
http://www.icking-music- archive.org/ByComposer/Vecchi.php (accessed 16 June 2007). The 
translation is by Andrea Friggi. 
29 Pike, Pills to Purge Melancholy, 3. 
3 � B e r n a r d Thomas, introduction to So^gs and Dances from “Seha di Varia Ricreatione, “ by 
Orazio Vecchi (London: London Pro Musica Edition, 1982), n.p. 
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and they are consistent with the description of Praetorius.^' It is a composition suggesting 
performance in the evening in an open air to court young ladies. The music is written in three 
or more parts, which can either be sung with or without instrumental accompaniment, or 
played solely by the instruments. Its mood is pleasing, humorous, entertaining, sometimes 
even ironic, and it may have some association with dance. 
Emergence of Instrumental Serenades 
The vocal tradition of the Italian serenata continued and developed into a type of 
dramatic cantata in the mid-seventeenth cen tury /� At about the same time, serenades written 
for instrumental ensemble appeared.^^ Without words to be set, the music lost its direct 
connection with courtship. Yet, its trait of humor and pleasantness remained and the linkage 
with dance became stronger. One should note that the concept of the serenade in its infancy 
was still unclear and inconsistent among composers. The following four examples will show 
us two possible interpretations of the serenade: (1) as a suite-like chamber work; (2) as a 
movement of a suite or suite-like composition. Here, we might expect that one composer 
should have only one of these two concepts in mind, but in Biber's example, we shall see 
that both interpretations exist within one single work. 
31 Praetorius, Syntagma musicim, 18, 128. For English translation, see Praetorius, Syntagma 
musicum III, 35, 118. 
Michael Talbot, "Serenata," in Grove Music Online. 
33 Schipperges, "Serenade-Serenata," 1314-15. 
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The first concept of the serenade as a suite-like chamber work can be illustrated by the 
fifth piece of Sonate 6 partite ad una 6 due viole da gamba (1698) by August Kiihnel 
(1645-ca.l700), and it is entitled serenata. The inclusion of a serenata in this collection of 14 
sonatas or partitas implies that KUhne丨 might have perceived the sonata, partita, and serenata 
as parallel genres. This serenata is written for two viols and obligatory bass; and it was 
dedicated to Kuhnel's patron, Landgraf Carl von Hessen, who was an amateur gamba 
player.34 It begins with an abstract movement called Sonatina, which is then followed by 
entrata, aria, gavotte, sarabande, giga, and finally retirata. As we can see, the title of most 
movements are affiliated with dance, showing that Kiihnel considered the serenata to be akin 
to the suite. 
The same interpretation of the serenade can also be found in Concetm musico 
instrumentalis (1701) by Johann Joseph Fux (1660-1 741). This is a collection of seven 
pieces that includes four overtures, two sinfonias, and a serenade. The serenade is written for 
two clarions, two oboes, bassoon, two violins, viola, harpsichord, and a basso continuo. It 
consists of 16 movements and almost all of these movements are dance or dance-related, 
such as marche, gigue, menuet, and bouree.^^ 
Paul Peuerl (1570-1624), on the other hand, took a different approach in his serenade 
and treated it as if it were a dance. In 1625, he completed a work called Gcmtz Neue 
34 Piet Stryckers, introduction to Sonate 6 partite ad una 6 due viole da gamba, by August 
Kiihnel (Peer: Alamire, 1996), n.p. 
35 The 16 movements are in the following sequence: marche, gigue, menuet, aria, ouverture, 
menuet, gigue, aria, aria, bouree I and II, intrada, rigaudon, ciaconna, gigue, menuet, and final. 
Padouanen, Aujfziig, Balleten, Couranten, Intraden und Dantz, for five unnamed instruments. 
It is a collection of 30 pieces, most of which carry the name as mentioned by the title (i.e. 
padouane, aufzug, and etc.), except for a galliard and a serenata, which are not included in 
the title. Again, almost all movements are dances, while the intrada and aufzug are associated 
with the march. The affinity between march and dance can be traced to the seventeenth 
century, when Lully introduced marches into opera and ballet. His theatrical marches borrow 
many characteristic rhythms of the minuet, gavotte, bourree, and other court dances.36 The 
inclusion of a serenata in a set of dances by Peuerl, therefore, suggests that the composer 
probably considered the serenata as a type of dance. A distinctive feature of this serenata is 
the frequent alternation between duple and triple meters. However, instrumental serenades in 
this period do not necessarily possess this attribute. 
It is interesting to note that a mixed interpretation of the serenade exists in Serenada a 5 
(1673) by the Austrian composer Heinrich Ignaz Franz von Biber (1644-1 704). This work is 
written for two violins, two violas, a violone, and harpsichord. It is in six movements, 
namely serenada, allamanda, aria, ciacona, gavotte, and retirada. Here, the word serenada has 
two meanings: it could be interpreted as a musical genre parallel to the suite, or it could be 
understood as a dance type as in the case of Peuerl. In fact, similar practice can also be found 
in the suites of Johann Sigismund Kusser (1660-1727) and Philipp Heinrich Eriebach 
(1657-1714), where "ouverture" was used as a designation for suites beginning with an 
overture/” There are two features that are characteristic in this work. In the ciacona, a voice 
Erich Schwandt and Andrew Lamb, "March," in Grove Music Online. 
37 David Fuller, "Suite," in Grove Music Online. 
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part taking the role of night watcher (Der Nachtwachter) is added and it is accompanied by 
pizzicato strings. In the piece entitled serenada, there is a clear indication of tempo change, 
which is not commonly found in other dance movements. 
The above four examples illustrate the inconsistency in the interpretation of the 
o 
serenade as an instrumental genre in the seventeenth century. On one hand, it could be 
viewed as a collection of dance pieces; and in this sense, equivalent to the suite that was 
popular in the Baroque period (Kiihnel, Fux, and Biber). Similar to the suite, the serenade in 
the seventeenth century does not have a fixed instrumentation nor prescribed number and 
sequence of movements. On the other hand, the term could also be associated with the dance 
movements of a suite (Peuerl and Biber). Yet, it did not possess a definite formal structure 
such as the binary form that is common in suite movements. Although it appears that the four 
serenades are lacking a unified musical form, there may be a functional similarity linking 
them. Kearns proposes a probable intention that is common to the serenades by Biber and 
Fux - namely, that they planned them as dedicatory works for their patron at Kroinefiz, since 
the two works are preserved in the Kromefi'z collection, together with other serenades such 
as those by Johann Jakob Prinner (1624-1694), Johann Heinrich Schmelzer 
(ca. 1620-23-1680), and Pavel Josef Vejvanovsky (ca. 1633/39-1693).^^ 
38 Schipperges, "Serenade-Serenata," 1314-15. 
39 Kearns, "Orchestral Serenade," 168, 186. 
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Serenades and Related Genres in the Eighteenth Century 
The various reference works in the eighteenth century and early nineteenth century 
exemplify the fluidity of the serenade as a musical genre. Pietro Gianelli (ca. 1770-1830), an 
Italian music lexicographer, gave a very general description in his Dizionario della music a 
(1801): "piccolo pezzo di musica piacevole e di facile esecuzione" (short piece of music that 
is pleasing and easy for performance).^^ In fact, writers in this period tended to define 
musical genres by social function and place of performance, rather than by musical 
characteristics."^' Johann Gottfried Walther (1684-1748), a German organist, composer, 
theorist, and lexicographer, briefly explained in his Musikalisches Lexicon (1732) what 
serenade is: "ein Abend-Standgen, eine Abend-Music; weil dergleichen meist bey still- und 
angenehmer Nacht pflegt gemacht zu werden" (an evening Standchen, an evening piece; 
because such works are usually performed on quiet and pleasant nights).^^ 
Jean-Jacques Rousseau (1712-1 778) may give us a bit more information about the 
nature and performance setting of the serenade: "Concert qui se donne la nuit sous les 
fenetres de quelqu'un. II n'est ordinairement compose que de musique instrumentale; 
quelquefois cependant on y ajoute des voix. On appelle aussi serenades les pieces que I'on 
compose ou que I'on execute dans ces occasions. . . . le silence de la nuit, qui bannit toute 
Schipperges, "Serenade-Serenata," 1315. 
41 Kearns, "Orchestral Serenade," 164. 
42 Johann Gottfried Walther, "Serenata/Serenade," in Musikalisches Lexicon (Kassel: Barenreiter. 
2001), 509. The translation is given by Unverricht and Eisen. See Unverricht and Eisen, “Serenade,” 
in Grove Music Online. 
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distraction, fait mieux valoir la musique et la rend plus delicieuse." (A concert given in the 
night under the windows of someone. It is generally composed of instrumental music; 
sometimes however the voice is added to it. We call serenades also the pieces composed or 
executed on these occasions. . . . The silence of the night, which banishes all confusion, 
makes the music superior, and renders it more delicious.)"^'^ 
Another German theorist Daniel Gottlob Tlirk (1750-1813) mentioned for the first time 
the instrumentation of the serenade in his Klavierschide (1 789): "The serenade (Serenada) 
when looked upon as an instrumental composition, has a very simple, unaffected, pleasant 
character; the performance of this type of composition must therefore be agreeable and 
beguiling. Serenades could be written simply for the keyboard alone although they are like 
symphonies, written for several instruments, especially winds, and actually should be played 
in the twilight or at nightfall.，,44 He also differentiated serenade as an instrumental genre 
from the serenata as a vocal genre: "Musician only write Serenata when they wish to 
indicate a kind of little opera. 
Sometimes the term serenade was not considered separately by lexicographers and 
theorists.46 The Musikalisches Lexikon (1802) written by the German theorist Heinrich 
43 Rousseau, "Serenade," in Dictionaire de musique, 13:259. For the English translation by 
William Waring, see Rousseau, "Serenade," in A Complete Dictionary of Music, 360. 
44 Daniel Gottlob Turk, School of Clavier Playing, or, Instructions in Playing the Clavier for 
Teachers and Students, trans. Raymond H. Haggh (Lincoln: University of Nebraska Press, 1982), 386. 
45 Ibid., 532. 
46 This phenomenon appears not only in Koch's Musikalisches Lexikon (1 802) to be discussed 
below but in a modern reference work. See En^el, ‘‘Divertimento, Cassation, Serenade,” 597-606. 
Christoph Koch (1749-1816) is an example. It does not include an entry on serenade. His 
explanation of the term Standchen, on the other hand, illustrates the resemblance of the two 
terms in this period: ‘‘Eine aus Instrumentalstlicken bestehende Musik, die des Nachts vor 
dem Haufe einer Person auf Veranstaltung einer oder mehrere andern Personen aufgeflihrt 
wird.”47 (One of the existing instrumental music, performed by one or many persons during 
the night for the mass of people.) 
In fact, the eighteenth-century serenade, as a musical genre, does not have clear 
boundaries when it is compared with other related genres. Many reference works and 
musical discourses discuss the interchangeability of the term serenade with some other titles 
48 
that were used in the eighteenth century. The term that has the closest association with 
serenade is perhaps divertimento, which adopts its original Italian meaning of diversion, 
recreation, and enjoyment.49 It is usually played outdoors but it has never had a strict formal 
structure or movement sequence - it could include a march, minuet, and sonata movements. 
47 Heinrich Christoph Koch, ‘‘Stanchen,” in Musikalisches Lexikon, (1802; repr., Hildeshein: 
Georg 01ms Verlag, 1985), 1435. Citations are to the Georg Olms edition. 
48 Engel, ‘‘Divertimento, Cassation, Serenade’” 597-606. Benjamin Hadley, ed., ‘‘Serenade,” in 
Britannic a Book of Music (Garden City, NY: Doubleday, 1980), 742. Gunter Hausswald, “The 
Divertimento and Cognate Forms," in New Oxford History of Music, vol. 7, The Age of Enlightenment: 
1745-1790, ed. Egon Wellesz and Frederick Sternfeld (London: Oxford University Press, 1973), 
503-14. Kearns, "Orchestral Serenade," 163-97. Riemann, Dictionary of Music, 123-24, 194’ 545, 728. 
Schipperges, "Serenade-Serenata," 1307-28. Unverricht and Eisen, "Serenade," in Grove Music 
Online. Eugene K. Wolf, "Serenade," in The Harvard Dictionary of Music, 4th ed. (Cambridge, MA: 
Belknap Press of Harvard University Press, 2003), 772. 
49 Engel, "Divertimento, Cassation, Serenade,” 597. Riemann, “Divertimento,，’ in Dictionary of 
Music, 194. Hubert Unverricht and Cliff Eisen, "Divertimento," in Grove Music Online. 
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The performance setting and its structural organization are similar to those of the serenade. 
Engel tried to distinguish the two by virtue of their performance forces. He suggested that 
the serenade is orchestral while the divertimento is chamber in n a t u r e . T o v e y and Kearns 
also agree to this thought by saying that divertimento is written for a few solo instruments; 
but Tovey points out that "the distinction is not clearly maintained."^' In fact, Beethoven's 
two serenades, written for string trio (op. 8) and flute, violin, and viola (op. 25), disprove 
Engel's argument. 
The etymological derivation of the term cassation (cassatio) is uncertain and causes 
much confusion. One derivation is from c ass are, meaning to dismiss or to release in Italian, 
and led to the genre's association with farewells.^^ The French casser, which means to break, 
may refer to a work whose movements could be performed in random order,? Some 
lexicographers derived the word from cassa (Italian, literally meaning drum) or cassatio 
(Latin or cassazione in Italian, meaning a n n u l m e n t ) , b u t these give little help to our 
understanding of the relations between the cassation and the serenade. Hausswald and 
Kearns propose that Praetorius's description of the serenade as a composition performed in 
Engel, "Divertimento, Cassation, Serenade," 597-606. 
51 Kearns, "Orchestral Serenade," 167. Donald Francis Tovey, Essays in Musical Analysis 
(London: Oxford University Press, 1935), 1:131. 
52 Riemann, "Cassation," in Dictionary of Music, 123. Hubert Unverricht and Cliff Eisen, 
"Cassation," in Grove Music Online. 
53 Ibid. 
54 Engel, "Divertimento, Cassation, Serenade," 597. Hausswald, "Divertimento and Cognate 
Forms," 505. Unverricht and Eisen, "Cassation," in Grove Music Online. 
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the streets {gassatim gehen) would make a sensible linkage between the two musical forms.^^ 
This explanation can be justified by the fact that the words gassaten and cassaten, literally to 
prowl the streets, have the same etymological roots.^^ Cassation was used in the eighteenth 
century to denote a set of short instrumental pieces. This genre is similar to the divertimento 
and serenade in which there is no strict prescription to the number of movements and their 
forms. 
Notturno is derived from the Latin words nocturndlis (means late) and nocturnus 
(means pertaining to the night).^^ Literally, it refers to night music and Kearns relates it 
• . 5 8 
etymologically to serenading. It was usually performed at eleven o'clock, slightly later 
than the timing of the performance of the serenade (nine o ' c l o c k ) . The term was 
conventionally used as an alternative to serenata and cassatio, and sometimes it was used to 
form compound titles such as serenata notturna or cassatio notturno. The style and sequence 
of movements in Mozart's Serenata Notturna, K. 239, and Notturno, K. 286, show the 
55 Engel, "Divertimento, Cassation, Serenade," 597. Giinter Hausswald, "Divertimento and 
Cognate Forms," 505. Kearns, "Orchestral Serenade," 166. Praetorius, Syntagma musicum, 18. For 
English translation, see Praetorius, Syntagma musicum ///, 35. Unverricht and Eisen, "Cassation," in 
Grove Music Online. 
56 Giinter Hausswald, "Divertimento and Cognate Forms," 505. Kearns, ‘‘Orchestral Serenade," 
166. 
57 Klein, "Nocturnal," in Comprehensive Etymological Dictionary, 498. 
58 Kearns, "Orchestral Serenade," 167. For the musical features of notturno, see also Unverricht 
and Eisen, "Notturno," in Grove Music Online. 
59 The timing of performance is probably the eighteenth-century practice in Italy, Austria, 
Germany, and Bohemia. See Unverricht and Eisen, "Notturno," in Grove Music Online. 
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similarity of the notturno and the serenade. This leads further to the association of serenade 
with the German term Nachtmusik (night music).''^ Mozart 's Eine kleine Nachtmusik, K. 525. 
is a good example, as the work is also known as a serenade. 
It is interesting to note that the term Finalmusik (German, final music) was specifically 
used in eighteenth-century Salzburg to refer to serenades, divertimentos, cassations, and 
other cognate musical works performed under specific occasions (to be discussed l a t e r ) . I t 
seems that the term has not been used as a title, but it appears in the Mozart family 
correspondence, the diaries of students in the university and celebrities of Salzburg, as well 
as in the civic records.^^ The partita is also loosely connected with the serenade. The original 
affiliation of the term with the suite and multi-movement genres probably explains such 
relation.63 
Serenades in the Classical period were highly diversified between regions and 
individual composers，. Generally speaking, eighteenth-century serenades resemble the 
60 Kearns, "Orchestral Serenade," 166. Unverricht and Eisen, "Nachtmusik," in Grove Music 
Online. 
61 Kearns, "Orchestral Serenade," 165. Unverricht and Eisen, "Finalmusik," in Grove Music 
Online. 
These letters between Mozart and his family include those of 21 July and 12 August 1773 
(K. 185), 2-3 October 1 111 (K. 204 or 100/62a), 11 June and 23 November 1778 (K. 203), and 29 
March 1783 (K. 320). For other references of the term, see Kearns, "Orchestral Serenade," 165. 
63 Kearns, "Orchestral Serenade," 167-68. 
64 Schipperges and Kearns tried to delineate a boundary between serenades of different styles 
and they came up with two slightly different classifications: Vienna, Regensburg, Munich, Salzburg, 
and South Austria (Schipperges); Salzburg, Munich, Regensburg, and Oettingen-Wallerstein (Kearns). 
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suite-like serenades in the seventeenth century in a number of ways. As discussed above, 
seventeenth-century serenades might serve as musical offerings to patrons and are pleasant 
and entertaining in style. Such character succeeded in the eighteenth-century serenades, 
which were usually played on special occasions. The multi-movement structure can be found 
in the serenades from both periods, and the number and sequence of movements remained 
unspecified, as in the case of instrumentation. The bonding with the suite as in the earlier 
serenades started to loose, since not all movements in the eighteenth-century serenades are 
dance or dance-related. 
Unverricht and Eisen have worked out a probable model of an eighteenth-century 
serenade, which begins with “an opening sonata-allegro movement, [followed by] two slow 
movements alternating with two or three minuets (with the occasional insertion of a 
movement in faster tempo) and a closing Presto or Allegro molto."''"^ Sometimes a pair of 
concerto-like movements with contrasting tempo might also be added. On the other hand, 
Wolf mentioned the inclusion of marches: "eighteenth-century serenade is usually based on 
the standard three-movement (fast-slow-fast) succession of Classical instrumental music, to 
which are added marches (often as a processional or recessional), minuets (usually two or 
three), and often movements featuring one or more soloists. 
Kearns discussed the significance of the Salzburg serenades in the eighteenth century in 
The discussion of their different interpretations is out of the scope of this paper and thus omitted here. 
For details, see Schipperges, "Serenade-Serenata," 1316; and Kearns, "Orchestral Serenade," 163. 
65 Unverricht and Eisen, "Serenade," in Grove Music Online. 
66 Wolf, "Serenade," 772. 
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his article "The Orchestral Serenade in Eighteenth-century Salzburg" for the reason of the 
number of extant works and their unified musical characteristics.^^ The Salzburg serenade 
composers include Luigi Gatti (1740-1817), Joseph Hafeneder (1746-1784), Michael Haydn 
(1737-1806), Leopold Mozart (1719-1787), Georg Scheicher (dates unknown), with 
Wolfgang Amadeus Mozart (1754-1791) as the major representative. The young Mozart 
wrote the greatest number of serenades among these composers and most of his serenades 
are clearly marked "serenata". They represent the culmination of the musical genre in the 
eighteenth century, and therefore give us a good illustration of the eighteenth-century 
serenades in general. 
Mozart 's Serenades 
The nine serenades written by Mozart can be divided into two categories: six Salzburg 
serenades (1769-1779) and three Viennese serenades (1781-1784)严 It is amazing to see that 
all serenades written by Mozart in his Salzburg period are in D major. The general formal 
layout of these serenades is about the same and is consistent with the description in the New 
Grove and The Harvard Dictionary of Music quoted above. They consist of either seven or 
eight movements, begin with a sonata-allegro movement, and the last three movements are 
always in the order of a slow movement, followed by a minuet and a closing fast movement. 
This structure looks as if a symphony were framing the inner movements. The conversion of 
67 Kearns, "Orchestral Serenade," 163-97. 
68 Wolf, "Serenade," 772. 
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three of the serenades (K. 204, 250, and 320) into symphonies by Mozart further supports 
this view. See the following for an example on the transformation of K. 204. 
Serenade, K. 204 
1. Allegro assai 
2. Andante moderato 
3. Allegro 
4. Minuetto 一 Trio 
5. (Andante) 
6. Minuetto - Trio 
7. Andantino grazioso - Allegro 
Symphony, K. 204 
Allegro assai 
2. (Andante) 
3. Minuetto - Trio 
4. Andantino grazioso - Allegro 
In his article, Kearns also explains the serenading traditions in Salzburg.^^ Every year 
in August, there were two Finalmusik performances organized by the students from the 
Philosophy Department of the Salzburg Benedictine University in honour of the reigning 
prince-archbishop of Salzburg. It was also presented as an act of gratitude to the professors at 
the end of the summer term. There were two locations of performance — at the Mirabell 
Palace for the prince-archbishop and in front of the University building. Here, the students, 
court and probably amateur musicians processed from one place to the next, accompanied by 
a march. It is believed that five of these Salzburg serenades (K. 100, 185, 203, 204, and 320) 
were written to serve this function. The remaining serenade K. 250 was composed as bridal 
music for the wedding of the sister of Sigmund Haffner, an Austrian philanthropist. Other 
occasions where serenades were played include the celebration of ennoblement and name 
day, and as honours to court officials, university professors, and newly-elected archbishops/® 
69 Kearns, "Orchestral Serenade," 163-97. 
7a Ibid., 171 
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It is interesting to note that the marches played before and after the serenade as 
processional and recessional music were preserved separately and given the status of 
independent works (with a separate Kochel number). It is not clear if this is the intention of 
Mozart himself. Yet, a note by Mozart on 24 September 1779 shows that a performance of 
his Haffner Serenade was combined with the march from his Posthorn Serenade/ ' He wrote: 
"At nine o'clock at the house of Professor Dell, night music was played, with a march from 
the latest [Posthorn] Serenade and the Haffner Serenade."^" It is thus possible that Mozart 
kept his marches as inventory for reuse in other serenading occasions. 
The instrumentation of these six serenades is almost the same. They usually include a 
pair of oboes or flutes, and a pair of bassoons, horns and trumpets. The string section 
consists of two violins, two violas, and a contrabass. Cello is believed to have been 
unsuitable for the occasion as it is the only instrument which is not possible to be played 
while standing. Sometimes, one or two instrument(s) was/were highlighted in individual 
movements. The inclusion of concerto-like movements in these serenades probably 
illustrates the relationship between the two genres. 
Mozart 's Viennese serenades employ a very different tonality and instrumentation from 
the Salzburg serenades. They are not in the key of D major, nor in the same key. K. 361 and 
” I b i d . , 171-72. 
72 The original text is from the diary of Maria Anna Mozart: ‘‘um 9 uhr auf dem Colegiplatz 
beym H: dell auf der gass eine Nachtmusique. den Marsch von der letzten finalmusique. . . . und die 
Hafnermusick." Wilhelm A. Bauer and Otto Erich Deutsch, ed., Mozart: Briefe undAufzeichnungen, 
vol. 2, 7 777-/779 (Kassel: Barenreiter, 1962), 554. 
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K. 375 were written in B-flat and E-flat major respectively, and it is for the first time we 
have a serenade in minor by Mozart in his K. 388 (C minor). Wind instruments are featured 
in all of the three serenades. The two earlier serenades (K. 375 and 388) were written for 
eight instruments: pairs of oboes, clarinets, horns, and bassoons, while the later K. 361 was 
written for an additional pairs of horns and basset-horns, making up an ensemble of 12 wind 
instruments with a double bass. Richard Strauss commented in his edition of Berlioz's Traite 
d Instrumentation (Treatise on Instrumentation) that this is a "perfect treatment of the wind 
band." “ However, it was not to everybody's liking. Clara Schumann expressed in a letter to 
Brahms on 8 November 1858 that this work was monotonous because the tone colour was 
produced solely by the wind instruments: 
Neulich horte ich zum ersten Male eine Mozartsche Serenade (B dur) fur 13 
Blasinstrumente, . . . Was mir namentlich bei Mozart aujfiel, war eine gro^e 
Monotonie im Klange - ich hore uberhaupt nicht gern mehrere Satze nur von 
Blasinstrumenten, . . 
Recently I heard for the first time a Mozart Serenade (B-flat major) for 13 
wind instruments, . . . What struck me in particular in the Mozart was a great 
monotony of sound 一 I generally don't like to hear several movements of only 
73 Richard Strauss, Traite d'Instrumentation, quoted in Donald Francis Tovey, The Classics of 
Music: Talks, Essays, and Other Writings Previously Uncollected, ed. Michael Tilmouth (New York: 
Oxford University Press, 2001), 170. 
74 Berthold Litzmann, Clara Schumann. Johannes Brahms. Briefe cms den Jahren 1853-1896 
(Leipzig: Bre i tkopf& Hartel, 1927; Hildesheim: Georg 01ms Verlag, 1989), 1:228. Citations are to 
the Georg 01ms Verlag edition. Clara mentioned the serenade by Mozart that she heard is for 13 wind 
instruments in B-flat major (B dur fur 13 Blasinstrumente). Of all the serenades written by Mozart, 
only K. 361 is written in B-flat major but it is for 12 wind instruments and double bass. Therefore, the 
serenade that Clara referred to in her letter should be this one. 
44 
wind instruments , . .." 
The structural plan of the Viennese serenades is adopted from the Salzburg model, but 
K. 375 and 388 have fewer inner movements bound by the symphonic frame (actually 
K. 388 has only four movements). These serenades were no longer coupled with any march 
movements, since they did not serve the same purpose as the Salzburg serenades. The 
serenade for 13 instruments, K. 361, was written to seek the favor of the Elector Carl 
Theodor.76 K. 375 was composed for St. Theresa's Day in celebration of the name day of the 
sister-in-law of Herr von Hicket, the court painter; also with the intent to impress Herr von 
Strack (a Gentleman of the Emperor's Bed Chamber)/^ The background of the remaining 
K. 388 is mysterious — the occasion and the commissioner of the work have not been 
78 
ascertained thus far. 
With a probable change in the function of these serenades, the performance settings of 
the Viennese serenades are also different from their Salzburg counterparts. Smith quotes an 
announcement in a Vienna newspaper on 23 March 1 784 on the performance of the B-flat 
serenade, K. 361, in “a coming benefit concert for Anton Stadler, the clarinettist, in the 
75 David Brodbeck, “Brahms,” in The Nineteenth-century Symphony, ed. D. Kern Holoman 
(New York: Schirmer Books, 1997), 226. 
76 Alfred Einstein, Mozart: His Character, His Work, trans. Arthur Mendel and Nathan Broder 
(London: Granada Publishing, 1971), 213. 
77 Ibid., 214. Erik Smith, Mozart Serenades, Divertimenti & Dances (London: British 
Broadcasting Corporation, 1982), 47. 
78 Einstein, Mozart: His Character, 215. 
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National Theatre.”？。This implies that the serenade might have been conceived as a concert 
piece by Mozart. Einstein, on the other hand, suggests that the title Gran Partita given to this 
• . 80 
serenade perhaps hints its performance in the open air. Yet, he doubts whether the title 
affixed in the autograph was by Mozart. The Wind Serenade in E-flat, K. 375, was first 
performed in the house of Heir von Hickel on St. Theresa's Day (i.e. 15 October 1781) and 
Mozart mentioned three other performances of the same work in the same n i g h t . T h i s 
limited documentation might reveal the potential change in the nature of the serenade 
towards the end of the eighteenth century, or simply illustrate the difference between the 
serenading traditions between Salzburg and Vienna. 
This chapter briefly traces the history of the serenade to the end of the eighteenth 
century. The serenade originated as a literary concept in the Classical antiquity. It referred to 
a love poem sung at night in an open air. This concept was slowly transformed into a more 
strictly musical one. It is noted that the serenade has never possessed a "stable" musical form 
since its inception, and the many examples of the serenade discussed so far are so varied that 
they appear like the stars scattered in the sky. The earliest extant serenade was the late 
sixteenth-century Italian serencita, a musical type that became part of the madrigal tradition, 
o ) 
and was later developed into the monodic cantata. The seventeenth-century instrumental 
79 Smith, Mozart Serenades, Divertimenti, 49. 
80 Einstein, Mozart: His Character, 213. 
8丨 Ibid., 214. 
82 Thomas Schipperges, "The Serenade as a Musical Genre in the 19th Century，” Miscellanea 
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serenade was associated with dance and the suite, musical forms that were popular at that 
time. In the eighteenth century, the serenade became more closely related with the symphony 
and concerto. The function of the serenade also displays continuous change over time: from 
love song in the late sixteenth century to music for rendering homage in the eighteenth 
century. It seems that Mozart 's serenades represent the culmination of the genre in the 
eighteenth century, yet his Viennese serenades foreshadowed a gradual receding from the 
homage function. As we shall see in the next chapter, there has been a substantial change in 
the function and musical features of the serenade since the early nineteenth century. 
Musicologica (Australia), Adelaide Studies in Musicology 16 (1989): 194. 
83 Schipperges, "Serenade as a Musical Genre," 194. 
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Chapter 3 Intellectual, Social, and Stylistic Backgrounds 
Contextual Changes at the Turn of the Nineteenth Century 
The nineteenth century marks a new era in the history of music. It witnessed gradual 
yet radical changes in two spheres — the intellectual and social." These changes in turn 
exerted substantial influence over the music of the century, including the development of 
musical genres and the musical styles of individual composers. To begin our discussion, let 
us compare the views of music from different periods. Joseph Addison (1672-1719), an 
English writer and politician, wrote in The Spectator that: 
Musick is certainly a very agreeable Entertainment, but if it would take the 
entire Possession of our Ears, if it would make us incapable of hearing Sense, 
if it would exclude Arts that have a much greater Tendency to the Refinement 
of Human Nature; I must confess I would allow it no better Quarter than Plato 
has done, who banishes it out of his Common-wealth." 
Besides its moral inferiority, to which Addison alludes, music was perceived as 
subordinate to other arts in terms of artistic value. In his Versuch ewer Critischen Dichtkimst 
(1730), Johann Christoph Gottsched (1700-1766) ranked music below poetry: "After all, 
singing is nothing more than a pleasant and emphatic reading of verse. 
1 For the discussion on this subject, see Terry Eagleton, The Ideology of the Aesthetic (Oxford: 
Blackwell, 1990). 
2 Joseph Addison and others, The Spectator, ed. Gregory Smith (London: J. M. Dent & Sons Ltd. 
1958), 1:57-58. The article was first published on 21 March 1711. 
3 Johann Christoph Gottsched, Versuch einer Critischen Dichtkimst (1730; repr., Darmstadt: 
Wissenschaftliche Buchgesellschaft, 1962), 725, quoted in John Neubauer, The Emancipation of 
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One century later, E. T. A. Hoffmann (1776-1 822), a German writer and composer, took 
a reverse view. According to him, music is over all the other arts in that "in its purity 
(without admixture of poetry) it is of great moral value and has no injurious influence on the 
innocence of youth.” He further asserted that music is "the most romantic of all arts, one 
might almost say the only one that is genuinely romantic, since its only subject-matter is 
infinity.，,5 Hoffmann's thoughts on music, although representing only one of the many views 
found in the nineteenth-century music aesthetics, manifest the "attempt to establish and 
justify the position of music in the hierarchy of human activities and experience."^ 
Both Bowie and Neubauer suggest that the rise of music aesthetics was induced by the 
emergence of Classical instrumental music, especially that of Haydn and Mozart, in the late 
eighteenth century/ Without words, instrumental music was discharged from religious and 
Music from Language: Departure from Mimesis in Eighteenth-century A esthetics (New Heaven: Yale 
University Press, 1986), 1. 
4 E. T. A. Hoffmann, E. T. A. Hoffmann 's Musical Writings: Kreisleriana, the Poet and the 
Composer, Music Criticism, ed. David Charlton, trans. Martyn Clarke (Cambridge: Cambridge 
University Press, 1989), 93. The article was first published in Allgenieine Musikalische Zeitimg on 29 
July 1812. 
5 Ibid., 96. The article was first published in Zeitimg fur die elegante Welt on 9-11 December 
1813. 
6 Carl Dahlhaus, Nineteenth-century Music, trans. J. Bradford Robinson (Berkeley: University of 
California Press, 1989), 88. 
7 Andrew Bowie, "Music and the Rise of Aesthetics,” in The Cambridge History of 
Nineteenth-century Music, ed. Jim Samson (Cambridge: Cambridge University Press, 2001), 30-3 1. 
Neubauer, Emancipation of Music, 2. 
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philosophical rationale that is usually inscribed in the text of vocal music.^ Music in the late 
eighteenth century therefore was increasingly free from its former liturgical or subordinate 
social functions. The transformations in the conceptions of language in the early nineteenth 
century, on the other hand, elevated instrumental music to the status of the highest a r t . � T h e 
writings of E. T. A. Hoffmann quoted above illustrate that nineteenth-century aesthetics 
admits the transcendent power of music over language, since what music can express may 
not be translatable into language, and made completely attainable and comprehens ib le .� 
Instrumental music began to take priority over vocal music and was seen as "the 
quintessence of a r t . . . divorced from texts, extramusical functions, and clearly defined 
emotions."" Such notions of musical autonomy led to the belief that music exists to be 
listened to and understood for its own sake.'^ The traditional functions of the serenade, 
either as song of courtship as in the sixteenth century or as homage as in the eighteenth 
century, started to lose their force in the early nineteenth century. As we shall see in the next 
section, serenades in the post-Classical period became purely instrumental works and were 
intended for the general audience. 
Another result of the rise in these aesthetic values is the emergence of large-scale forms 
such as the s y m p h o n y . � B e f o r e the early nineteenth century, audiences usually expected a 
8 Ibid. 
9 Bowie, "Music and the Rise," 29-30. 
丨。Ibid., 31. 
“ D a h l h a u s , Nineteenth-century Music, 92. 
12 Ibid. 
13 Ibid., 94. 
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program hidden in an instrumental composition, and always sought to explain the work with 
the aid of such a program. However, the emergence of musical aesthetics led to the 
development of music analysis, which provided a useful tool for interpreting musical works 
like symphonies through their own structure. Large-scale forms, which possess their own 
"internal musical logic,’’" thus could be understood from this new perspective and gained 
increasing acceptance from the audiences. The discussion of serenades in the second half of 
the century in Chapter 5 will show how the design of the serenade is influenced by this 
leading orchestral genre. 
Another pivotal change that affects the development of music is the rise of the middle 
class in nineteenth-century Europe. Hanson describes in her book, Musical Life in 
Biedermeier Vienna, the series of political, economic, and social reforms in the late 
eighteenth century that led to the growth of the middle c l a s s . T h e transformation of the 
social structure, nevertheless, does not mean that the influence of the aristocracy disappeared 
in the following century. Brahms's association with courts is a good example of its 
continuing cultural importance. From 1 857, Brahms worked in the court of Detmold every 
autumn for three consecutive years.丨6 Although he might not have enjoyed the tedious work 
at Detmold, the considerable income that he made from this position sufficed for his needs in 
the remaining months when he was free from the court duty. The support from the court of 
14 Ibid. 
15 Alice M. Hanson, Musical Life in Biedermeier Vienna (Cambridge: Cambridge University 
Press, 1985), 4-5. 
16 Karl Geiringer, Brahms, His Life and Work (Garden City, NY: Doubleday, 1961), 49-60. 
Meiningen, on the other hand, was even more direct. The court orchestra, with its highly 
trained players, gave Brahms an opportunity to hear some of his works before their 
premieres.17 During 1882-1885, Brahms also toured with the orchestra and its music director, 
Hans von Biilow (1830-1894), presenting his orchestral works to the audience of many 
European cities.丨8 
Despite the persistence of the aristocracy, the shift of focus to the bourgeoisie 
transformed the musical culture of the nineteenth century. Major musical activities at the 
time show that the bourgeoisie became the primary "taste-bearing stratum" 
{Geschmackstrdgerschicht), a term Dahlhaus borrowed from the German novelist Levin 
SchUcking(1814-1883).丨9 Musical works were generally composed for a wider spectrum of 
audience, rather than specifically for individual persons. The same rule also applies to the 
serenade, as pointed out by Schipperges, for its addressee now changed from "the high 
aristocracy and nobility, and later also the ennobled bourgeoisie" to “the upper and lower 
middle-class society.""® The growing preference for the chamber serenades well illustrates 
this trend, since those serenades were probably written for the bourgeois families as salon 
17 These works include Nanie, the Second Piano Concerto, and the Fourth Symphony. See 
George S. Bozarth and Walter Frisch, "Brahms, Johannes,” in Grove Music Online, ed. L. Macy 
(Oxford: Oxford University Press, 2007), http://www.grovemusic.com (accessed 17 July 2007). 
18 The works that were played in the tours include the two piano concertos, Academic Festival 
Overture, and the last two symphonies. Bozarth and Frisch, "Brahms, Johannes," in Grove Music 
Online. 
19 Dahlhaus, Nineteenth-century Music, 41. 
Thomas Schipperges, "The Serenade as a Musical Genre in the 19th Century," Miscellanea 
Musicologica (Australia), Adelaide Studies in Musicology 16 (1989): 195. 
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music. 
A closer look at the concert life in the post-Classical period can give us a better picture 
of the forces acting on nineteenth-century music. The three main types of concerts flourished 
during this t ime are public concerts, salons, and "low-status" concerts.^' The public concerts 
were accessible to people from all social classes, but one would expect that the majority of 
the audience to be from the middle class. The purpose of these concerts was mainly 
fund-raising, either for the musicians themselves or for charitable organizations.^^ 
Sometimes, they served special occasions such as the birthdays and name days of the royal 
family, anniversaries of important personalities or events, as well as celebrations of 
holidays.23 In order to attract as wide an audience as possible, the program usually covered a 
wide range of repertory that was both appealing and e n t e r t a i n i n g . I t is common to see in a 
nineteenth-century public concert a potpourri of instrumental works featuring virtuoso 
soloists, arias and recitatives from operas, and selected movements from concertos. Some 
musical societies, music schools, and critics, on the contrary, believed in the educational 
value of music and promoted the music by "classical" composers of the recent past. 
Apparently, Brahms was a proponent of this camp. His appearance in public concerts as 
25 
Hanson, Musical Life in Biedenneier, 7. John Rink, "The Profession of Music," in Cambridge 
History of Nineteenth-century, 59-64. 
22 Hanson, Musical Life in Biedermeier, 83. Rink, "The Profession of Music," 59. 
23 Hanson, Musical Life in Biedermeier, 83-85. Rink, "The Profession of Music," 59-60. 
24 Hanson, Musical Life in Biedermeier, 98-102. Rink, "The Profession of Music," 61-62. 
25 Dahlhaus, Nineteenth-century Music, 50. Hanson, Musical Life in Biedermeier, 92. Rink, "The 
Profession of Music," 60-61. 
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concert pianist and conductor was not frequent, but his repertory focused mainly on Bach, 
Haydn, Mozart, Beethoven, as well as his own compositions.^'' This illustrates his interest in 
serious, historical music rather than the virtuosic, popular music of the time. As we shall see 
in his two serenades, the preference for the classical style was already ingrained in him in his 
early years. 
While the public concerts reflected bourgeois love of the spectacular, salons reveal their 
appreciation of homeliness and lightheartedness."^ Salons were in effect private concerts 
organized by either the aristocracy or predominantly the middle class. Music in salons 
generally served as a background to the social gathering of close friends and relatives, who 
might also take a part in the performance." The style of salon music was quite varied, 
ranging from "sparkling and brilliant, suave and graceful, coy, even coquettish," but the aim 
was always "immediate appeal," and capturing the essence of domestic music-making with 
something light and elegant.29 Here, chamber music forms a significant part of the salon 
repertory. The serenade, which was traditionally perceived as pleasant and entertaining in 
character, was gradually absorbed into the salon and became a chamber genre. 
The two types of concerts discussed above form the musical culture of the wealthier 
upper middle class. The musical life of the lower middle class and even the lower working 
class, on the other hand, can be characterized by the “low status" concerts held in cafes. 
26 Bozarth and Frisch, "Brahms, Johannes," in Grove Music Online. 
Jim Samson, The Music of Chopin (Oxford: Clarendon Press: 1994), 121-22. 
28 Hanson, Musical Life in Biedermeier, 118. 
29 Samson, The Music of Chopin, 121. 
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restaurants, taverns, parks, and dance halls严 Brahms, who grew up in a working-class 
family and spent his youth playing in taverns, was influenced by these “low-brow，，events."^' 
This can be illustrated by his frequent reference to folk elements. One example is his 
Hungarian Dances. Besides folk music, dance music was also very popular in these places. 
Among the many dances played in the dance halls and restaurants, the waltz was the most 
favored. People's love of it was so excessive that it gradually permeated the upper middle 
class and later gained much respect in the concert halls.^^ In Chapter 5, we shall see the 
introduction of waltz movements in the late nineteenth-century serenades. 
Serenades in the Early Nineteenth Century 
Chamber Serenades 
The serenade, a musical genre which was still "fluid" in form, was under continuous 
transformation in the nineteenth century. What one can see at the turn of the century is the 
prevalence of chamber serenades. These serenades were written by composers who are less 
well-known today, and there is little related discussion of them in musical literature. ' 
Hanson, Musical Life in Biedermeier, 150. Rink, "The Profession of Music," 63. 
31 Bozarth and Frisch, "Brahms, Johannes," in Grove Music Online. 
32 Hanson, Musical Life in Biedermeier, 168. Rink, ‘‘The Profession of Music," 63-64. 
“ T h e s e composers include Johann Ludwig Bohner (1787-1860), Carl Blum (1786-1844), 
Alessandro Rolla (1757-1841), Giovanni Battista Viotti (1755-1824), Ignace Joseph Pleyel 
(1757-1831), Johann Baptist Cramer (1771-1858), Johann Nepomuk Hummel (1778-丨 837), Carl 
Czerny (1791-1857), Franz Hunten (1793-1878), Ignaz Moscheles (1794-1870), Leonhard von Call 
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Schipperges suggests that these chamber serenades fit the convention of early 
nineteenth-century Hausmusik and possess an intimate and private c h a r a c t e r / ” These 
serenades are generally small in scale, both in terms of their length and instrumentation. It is 
impossible to identify a unified structure among them, but they seldom extend beyond four 
movements. The performance force of these serenades also made them suitable for the 
salon - they were usually written for a small ensemble consisting of three or four instruments. 
Here, the use of piano, violin, viola, guitar, or flute is very common since these instruments 
were gaining popularity among bourgeois families. It is interesting to note that the serenade 
could not find a place within the solo piano work of this period. This is possibly due to the 
dominating position of the nocturnes by composers such as Field and Chopin.^^ As 
discussed in Chapter 2, the boundary between the nocturne and the serenade as 丨nusical form 
was unclear in the eighteenth century and the situation remained in the next century. With the 
vogue of the nocturnes for solo piano, the expulsion of serenade from the solo piano genres 
would then become a natural result. 
It should be noted that among the early nineteenth-century composers who wrote 
serenades, the Austrian composer Leonhard von Call (1767-1 815) produced the greatest 
(1767-1815), Simon Molitor (1766-1848), Johann Gansbacher (1778-1844), Joseph KUffner 
(1766-1856), Wenzel Thomas Matiegka (1773-1830), Anton Diabelli (1781-1857), Ferdinando Carulli 
(1770-1841), and Mauro Giuliani (1781-1829). For details, see Thomas Schipperges, 
"Serenade-Serenata," in Die Musik in Geschichte unci Gegenwart: Sachteil (Kassel: 
Barenreiter-Verlag, 1998), 8:1317-18. 
34 Schipperges, "Serenade as a Musical Genre," 195. 
Ibid., 196. 
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number of works bearing this generic t i t l e . A s a guitarist himself, most of his serenades are 
written for either solo guitar or an ensemble including a guitar.^^ In fact, the majority of his 
instrumental works were entitled serenade. His works are pleasant in character and 
• • 3 8 • 
technically less demanding." Therefore, they were welcomed by the dilettantes from the 
middle class. After the first appearance in the Viennese publishing houses in 1802, his works 
soon received great popularity in many European cities such as Paris, Brussels, and Prague. 
The formal design of Call's serenades may not be typical. He retained the march and minuet 
movements in his serenades, although in general these characteristic movements were losing 
favor among composers of the early nineteenth-century serenades， 
Serenades by Leading Composers of the Period 
Besides the many little-known chamber serenades discussed above, there are also a 
small number of serenades written by the leading composers of the period, namely 
Beethoven (1770-1827), Rossini (1792-1868), Mendelssohn (1809-1847), and Berlioz 
(1803-1869). It is a surprise that none of these serenades resemble each other or the 
36 Call completed 48 serenades, while each of the other above-mentioned composers usually had 
one or two. See Schipperges, "Serenade-Serenata," 1318. 
37 Thomas Schipperges, "Call, Leonhard von,,’ in Die Musik in Geschichte imdGegenwart: 
Personenteil (Kassel: Barenreiter-Verlag, 2000), 3:1689-90. 
38 Alois Mauerhofer, “Call, Leonhard von," in Grove Music Online. 
39 Schipperges, "Call, Leonhard von," 1689-90. 
Ibid., 1689-90. Schipperges, " S e r e n a d e - S e r e n a t a 1 3 1 8 . 
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mainstream chamber serenades. The performance forces ranged from vocal to instrumental; 
and for the latter, the instrumentation could vary from solo keyboard to chamber and 
orchestral. It is also impossible to identify any formal consistency among these serenades. 
What one finds may be a single-movement serenade, a serenade which forms a part or a 
movement of a large-scale composition, or even a multi-movement work. The content of 
these serenades, on the other hand, reflects the emergence of musical autonomy at the turn of 
the century. As we shall see in the following examples, some of them are descriptive or 
programmatic while others may be for the consumption of the audiences and thus are 
abstract in nature. It seems that the only common element in these works is the pleasantness 
of the music, which is of little help to our understanding of the serenade as a musical genre 
in the first half of the century. 
The two serenades (opp. 8 and 25) written by Beethoven were dated 1797 and 1 802, 
two decades after the nine serenades of Mozart. If we accept Mozart 's serenades as 
representative of the mature Classical model, we could then view Beethoven's serenades as a 
deviation from it. Schipperges describes this pair of serenades as possessing the “traditional 
serenade topoi" but have no specific function or intention.'^' The traditional serenade topoi 
he refers to include: a setting of cantilenes accompanied by pizzicati, music suitable for 
procession and recession in the outer movements, and a song-like, slow middle movement. A 
closer examination of the structure shows that Beethoven might have adopted the Classical 
model in these two serenades. His first serenade (op. 8) begins with a march, followed by an 
alternation of slow and fast movements, and finally rounds off with the same opening march. 
41 Schipperges, "Serenade as a Musical Genre," 197. 
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In his second serenade (op. 25), Beethoven replaced the processional march with a lively 
Entrata whose rhythmic pattern shows little association with march, and the recessional 
march was replaced by an abstract movement. In addition to the use of minuet as in the 
Classical serenades, the composer introduced a movement with humorous character (Allegro 
scherzando e vivace) as an alternative. The resulting structural outline of the inner 
movements becomes Minuet and Trio I & II — Allegro molto - Andante con Variazioni -
Allegro scherzando e vivace - Adagio. 
It is interesting to note that both serenades by Beethoven are in D major. This is also 
the key used by Mozart in his six Salzburg serenades. As discussed in Chapter 2, Mozart's 
choice of key is for a practical reason (so that he could use his inventory of different marches 
to pair up with the serenades). Beethoven, however, did not have such a need. The marches 
in the outer movements of his op. 8 form a part of the whole serenade. Friedrich Starke 
(1774-1835), teacher of Beethoven's nephew Karl, commented that the serenades were 
excellent for use on birthday and name day/^ His description shows that the mood of the 
music is celebratory, although we cannot confirm if Beethoven had such an intention. The 
introduction of the Scherzo (literally joke) and a movement with expression marking Allegro 
scherzando e vivace further illustrates that the concept of serenade as an entertainment 
remained in these two works. 
The discussion so far may lead us to the impression that Beethoven's serenades are of 
the Classical type. The instrumentation, nonetheless, reveals them to be chamber serenades. 
42 Schipperges, "Serenade-Serenata," 1318. 
41 Schipperges, "Serenade as a Musical Genre," 197. 
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Both serenades are written for a trio: one is for a string trio consisting of violin, viola, and 
cello (op. 8), while the other is for an ensemble of flute, violin, and viola (op. 25). Beethoven 
might have had the setting of salon in mind when he conceived the works, as he had 
performed in such salons in his youth.44 Schipperges suggests that the homage function of 
the Classical serenades continued in the nineteenth century 一 the only difference is that the 
addressee of the work changes from specific individuals to the general audience."^^ Here, he 
tries to justify the linkage between the Classical and the Romantic serenades, but he ignores 
the emergence of musical autonomy and the active role that Beethoven played in its 
promotion.46 In this sense, there are three possible interpretations of the two serenades: as 
homage to the public in general, as entertainment for the salons, or as independent artworks 
to be appreciated for their own sake. 
Rossini's Serenata per piccolo complesso is a single-movement work completed in 
1823. Alfredo Bonaccorsi, the editor of Quaderni rossiniani, noted that the work was written 
for a person named Vincenzo Bianchi/" There were some difficulties to ascertain the 
48 » 
identity of the dedicatee. In this case, we have too little information to confirm whether 
Rossini's intention was to render homage or not. Compared with the chamber serenades 
44 Joseph Kerman and others, "Beethoven, Ludwig van," in Grove Music Online. 
45 Schipperges, "Serenade as a Musical Genre,” 195. 
46 Dahlhaus, Nineteenth-century Music, 10. 
47 Alfredo Bonaccorsi, ed., preface to Quaderni rossiniani, by Gioachino Rossini (Pesaro: 
Fondazione Rossini, 1957), vi. 
48 Ibid. The three possibilities suggested by Bonaccorsi are: Eliodoro Bianchi (tenor, 1773-1848)， 
Luciano Bianchi (bass), and Giuseppe Bianchi (violinist). 
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discussed above, this work is written for a larger ensemble consisting of seven instruments: a 
pair of violins, viola, flute, oboe, English horn, and cello. The instrumentation made the 
work more suitable for the performance in the public concert, rather than in the salon. In fact, 
its display of virtuosity would be appealing to the nineteenth-century audience. After a brief 
introduction, the first violin presents a showy melody, and the soloists then take turns to play 
varied forms of it. Rossini, therefore, might have aimed the work at the concert-goers. We 
should bear in mind that this is not the only serenade written by him. Another serenade is a 
love song sung in his opera II barbiere di Siviglia (The Barber of Seville, 1816). This will be 
discussed later in this chapter. 
Mendelssohn's serenade continued the fondness for virtuosity, but this time it is in the 
form of a concerto-like composition. His Serenade and Allegro giojoso, op. 43 (1838) is a 
single-movement work written for an orchestra and a solo piano. The music is divided into 
two sections, which are built up on themes with contrasting characters. The first part of the 
music is based on a peaceful and song-like melody in the key of B minor. It is in 6/8 time 
and the tempo is marked andante. The sudden change in meter, tempo, tonality, and mood 
signals the beginning of the next section. The second part of the work is in D major. This 
lively passage in 2/4 time leads the music to a brilliant close. Allegro giojoso, the tempo and 
expression marking of this section, also forms a part of the title of the work. It is therefore 
probable that the serenade referred to by Mendelssohn is the first section. Here, Mendelssohn 
used the term serenade as an indication of the lyricism of the music, rather than to suggest a 
musical genre. 
61 
Berlioz, another leading composer of this period, completed four serenades. This is 
quite exceptional when compared with most of his contemporaries. The four works are 
highly varied, especially in terms of their performing forces, but it seems that the serenading 
tradition in the sixteenth century was more or less alluded to in all of them. The first of these 
works is the third movement of his program symphony Harold en Italie (1 834). The 
symphony is a depiction of different scenes of Italian life as observed by an imagined 
character Harold.^'^ It was first conceived as a work for a solo viola and an orchestra, and so 
in its final form it possesses the features of a concerto.^^ This is parallel to Mendelssohn's 
serenade, but such similarity is probably incidental. The third movement is entitled 
"Serenade d 'un montagnard des Abruzzes a sa maitresse" (Serenade of an Abruzzi 
Mountain-Dweller to his Mistress). It presents the scene of a man singing a love song to his 
lover. The music can be divided into three sections. The first section is an introduction with a 
lighthearted melody played by the piccolo and oboe. Then, the tempo suddenly doubles, and 
this marks the beginning of the second section. The main theme, which is pastoral and 
song-like, is brought out here by the English horn and later by other instruments. The solo 
viola also joins in but it does not play the main theme until the final section, where the main 
theme is played against the melody from the introduction. As both melodies are played at 
their original tempo in this section, this looks as if the time signatures of the first two 
sections were juxtaposed. Banks and Macdonald suggest that this treatment is a reference to 
49 Paul Banks and Hugh Macdonald, foreword to Hector Berlioz New Edition of the Complete 
Works, vol. 17, Harold en Italie (Kassel: Barenreiter, 2001), ix. 
Hector Berlioz, The Memoirs of Hector Berlioz, trans, and ed. David Cairns (London: 
Gollancz, 1969), 224-25. 
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the simultaneous combination of three separate stage orchestras in the first finale of Mozart's 
Don Giovanni However, they appear to have overlooked the possibility that 
Berlioz may also have drawn inspiration from the serenading scene in this opera (to be 
discussed later in this chapter). 
The second serenade by Berlioz is a movement from Trois morceaux (1844) written for 
an instrument namely orgue melodium.^^ This is the only solo keyboard work by Berlioz, 
and effectively it was composed with the intention to promote the instrument for domestic 
use. The title of the first movement, "Serenade agreste a la Madone", reveals that the music 
is conceived with a reference to the musical tradition of Rome in which strolling musicians 
marched from a hilltop and played in homage before the statue of Madonna. The imitation of 
bagpipes and pifferi (a sort of shawm) in the second theme further illustrates this conception. 
The two themes constructing this serenade are contrasting in character, and both were 
derived from the traditional music of southern Italy. Macdonald proposes that both of 
Berlioz's instrumental serenades reflect his experience in the Italian h i l l s , ' These two 
examples illustrate that Berlioz had his own interpretation of serenade - as a programmatic 
piece which only constitutes a movement within a larger composition. 
In 1845, Berlioz completed a short, strophic song for solo voice. The title of this song is 
called Serenade. It is set to the text written by Franyois-Joseph Mery (1798-1865), an author, 
51 Banks and Macdonald, foreword to Hector Berlioz New Edition, ix. 
52 Hugh Macdonald, foreword to Hector Berlioz New Edition of the Complete Works, vol. 21 
Miscellaneous Works and Index (Kassel: Barenreiter, 2005), ix. 
53 Ibid. Berlioz, Memoirs of Hector Berlioz, 171. 
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journalist, and Latinist.^"^ Although the verse shows that this serenade is not a love song, it 
describes a peaceful summer night the poet spent with his lover at the seashore. In this sense, 
the subject matter of love in the earliest serenades is retained in this song. 
The final example is from Berlioz's opera La Damnation de Faust {\M6). In part 3, 
scene 12, Mephistopheles sings a serenade outside the door of Marguerite. This song has the 
features that are common in many serenades sung in the opera: with a man singing a song 
that is pleasing in mood outside the room of a woman, and is accompanied by pizzicato 
strings. A closer look at the libretto, however, will unveil that this serenade is essentially a 
parody. It is a warning to Marguerite that she should not trust Faust unless she receives a ring 
from him. 
Pres du moment fatal 
Fais grande resistance, 
S 7/ ne t 'offre d 'avance 
Un anneau conjugal. 
II te tend les bras,... 
(avec ml eclat de rire strident) 
Ha! 
As the fatal moment approaches 
Put up a strong resistance 
If he doesn't first offer you 
A wedding ring. 
He welcomes you with open arms, 
(with a burst of harsh laughter) 
Ha!55 
The four examples of serenade by Berlioz, as well as those by other leading composers 
during the first half of the nineteenth century, inform us that there is little consistency in the 
early nineteenth-century concept of serenade. Perhaps these leading composers were not 
54 D. Kern Holoman, ed., Hector Berlioz New Edition of the Complete Works, vol. 25, Catalogue 
of the Works of Hector Berlioz (Kassel: Barenreiter, 1987)，106. 
55 The English translation of the libretto is by David Cairns. Notes to 
Damnation de Faust, Philharmonia Orchestra, cond. Myung-whun Chung, 
453 500-2) 
Hector Berlioz, La 
(Deutsche Grammophon 
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interested in defining the "form" of such a minor musical genre as the serenade, or they 
preferred to write a different serenade which could stand out in the crowds of chamber 
serenades that seemed to be more common at the time. 
Serenades in the Operas 
The image of a man singing a love song under the window of his lover in the evening 
has appeared in many stage works since the eighteenth century，These songs are not 
necessarily named serenade, but their nature and character reveal the vocal origin and 
tradition of the serenade. One famous example is the canzonetta "Deh vieni alia finestra" (O 
come to the window) sung by Don Giovanni with a mandolin under the balcony of Elvira's 
maid. Some nineteenth-century operas also include similar scenes of serenading.^^ In 
Rossini's II barbie re di Siviglia (The Barber of Seville, 1816), Count Almaviva sings a 
cavatina "Ecco, ridente in cielo" (Now all the world is waking) under Rosina's window at 
night. He is accompanied by a small band which includes a guitar. "Com'e gentil" (How soft 
and light) written by Donizetti in his Don Pas quale (1843) and “O Colombina, il tenero 
Arlecchin" (Oh, Colombine, your faithful Harlequin) in Leoncavallo's Pagliacci (1892) are 
also serenades performed in operas. In both examples, the tenors are accompanied by 
pizzicato strings imitating plucked string instruments such as lute or guitar, while expressing 
Julian Budden, "Serenade," in The New Grove Dictionary of Opera, ed. Stanley Sadie, Grove 
Music Online. 
” I b i d . 
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their love for their mistresses. 
It is interesting to note that many of the operatic serenades are in 6/8 time or its 
equivalent.^^ Four of the above five examples (Mozart, Donizetti, Berlioz, and Leoncavallo) 
are either in 6/8 time or 3/4 time. Budden suggests that this is inherited from the Venetian 
serenading tradition.^^ This might also have some connection with the instrumental 
serenades of the period, since all the single-movement serenades discussed above are in 6/8 
time.60 However, it is impossible to identify the reason for this common feature, as the time 
signature itself is insufficient to tell us if there is a unified concept of serenade among these 
composers. 
In this chapter, we have briefly discussed the social and intellectual backgrounds in the 
early nineteenth century and identified how these changes influence the development of 
music. The rise of aesthetics almost reversed people's view of music. This philosophic 
transformation, together with the increasing dominance of the middle class, resulted in the 
gradual emancipation of music from traditional liturgical and subordinate social functions. It 
became a norm for the composers in the nineteenth century to write for general audiences, 
rather than for a specific individual or specific event. The serenade, a genre traditionally 
' ' I b i d . 
59 Ibid. 
6° These serenades are Rossini's Serenata per piccolo complesso, Mendelssohn's Serenade and 
Allegro giojoso, as well as Berlioz's Serenade d'un montagnard des Abruzzes a sa maitresse and 
Serenade agreste a la Madone. 
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associated with homage, began to lose its functional identity. This trend is evident from the 
many examples of serenades in the early nineteenth century. 
As mentioned in Chapter 2, the form of the serenade followed the musical genre in 
vogue in that period. This was still the case in the early nineteenth century when the serenade 
was positioned as chamber music, popular in the salons. However, that does not mean that 
the serenade became more "stable" in form. Examples from the leading composers of the 
period create an even greater confusion, as their serenades are highly varied. What one could 
confirm is that the Classical model of the serenade seemed to disappear after Beethoven. 
On the other hand, we start to see the loose connection among these early 
nineteenth-century serenades, as well as their relations with their predecessors. For instance, 
the operatic and some instrumental serenades share among themselves the notion of serenade 
as a love song, and thus may be associated with the earliest serenades in the late sixteenth 
century. Also, the soloistic passages in some other serenades may take their reference from 
the concerto-like passages in their Classical precursors. In this sense, the large variety of 
serenades, which appears like the stars in the sky, may in fact join together very loosely with 
one another by various concepts and musical features and form a web. 
In this generic web, we could interpret the exiting serenades as equivalent to the points 
scattered in it, while the performing force and musical gestures could be viewed as the 
threads constituting the web and connecting the "scattered" serenades together. As we have 
seen thus far, the threads linking the early nineteenth-century serenades are only very loose. 
However, the discussion in the following chapters will show that the threads connecting the 
67 
later serenades are increasing in number and strength. With this contextual development in 
mind, we now can approach a pair of serenades by Brahms from the mid-nineteenth century. 
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Chapter 4 Brahms's Serenades 
As discussed in Chapter 1, generic meaning of a work resides not only in the musical 
text itself, but also in the authorial intention and the audience's perception. In order to obtain 
a better understanding of Brahms,s use of this generic title, the above three aspects of his two 
serenades will be studied in this chapter. In the first section, the compositional process for 
the two works will be examined through Brahms's life and letters. Next, the music will be 
analyzed, and emphasis will be given to the musical features that were typical and atypical of 
the genre. Finally, concert reviews of early performances of the two serenades will be 
revisited in order to show the reception of the works in relation to the audience's 
understanding of the genre. 
Compositional Background 
On 28 October 1853, an essay “Neue Bahnen" (New Paths) was published in Neue 
Zeitschrift fi.ir Musik. It contains the following lines: “Here is a man of destiny! Seated at the 
piano, he began to disclose most wondrous regions. It was also most wondrous playing, 
which made of the piano an orchestra of mourning or j ubilant voices.”' This was the 
‘ “ … d a s ist ein Berufener. Am Clavier sitzend, ting er an vvunderbare Regionen zu enthullen. 
Wir wurden in immer zauberischere Kreise hineingezogen. Dazu kam ein ganz geniales Spiel, das aus 
dem Clavier ein Orchester von wehklagenden und lautjubelnden St i mm en machte.” Robert Schumann, 
"Neue Bahnen；' Neue Zeitschrift fiir Musik 18 (28 October 1853): 185. For the English translation, 
see Robert Schumann, The Musical World of Robert Schumann: A Selection from His Own Writings, 
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comment made by Robert Schumann (1810-1856) about the twenty-year-old Brahms, after 
listening to the music played by the young composer.^ His description of Brahms's sonatas 
as ‘‘veiled symphonies,’ might suggest the orchestral qualities of the works.^ In fact, 
Schumann had even predicted that Brahms would begin writing for an orchestra very soon.'' 
At that time, Brahms had not yet attempted composing any orchestral genres. One possible 
reason is that he felt less confident about writing for such a large performing force. As we 
shall see in the compositional process for his First Serenade, he frequently sought his friends' 
advice on scoring and kept changing the instrumentation of the work. 
This article also conveys Schumann's view about the future development of music. He 
heralded the emergence of a new talent, and implied that Brahms would become another 
great master in the future: "I felt certain that from such developments would suddenly 
emerge an individual fated to give expression to the times in the highest and most ideal 
manner, who would achieve mastery, not step by step, but at once, . . . And now here he 
trans, and ed. Henry Pleasants (New York: St. Martin's Press, 1965), 199. 
2 It is impossible to ascertain the works played by Brahms to Schumann. Bozarth suggests the 
following list of works: Scherzo, op. 4, the two Andantes from Sonata, op. 5, Sonatas, opp. 1 and 2, 
duos for violin and piano, piano trios, string quartets, and numerous songs. Pleasants suggests that at 
least some of the works are those Schumann wished to publish in a letter to Breitkopf & Hartel of 3 
November 1853. These include Sonata in C major, op. 1, a volume of six songs, op. 3, and Scherzo, 
op.4. George S. Bozarth and Walter Frisch, “Brahms, Johannes," in Grove Music Online, ed. L. Macy 
(Oxford: Oxford University Press, 2007), http://www.groveiTiusic.com (accessed 17 July 2007). 
Schumann, The Musical World, 200. 
3 The wording used in the original text is "verschleierte Symphonien". Schumann, "Neue 
Bahnen," 185. 
4 Walter Frisch, Brahms: The Four Symphonies (New Haven: Yale University Press, 2003), 30. 
70 
is, . . . Johannes Brahms.”� Unfortunately, Brahms's first two attempts at orchestral writing, 
both in the 1850s, were ill-fated - the D-Minor Symphony was aborted while the D-Minor 
Piano Concerto was poorly received， 
On 10 June 1859, Franz Brendel (1811-1 868), the editor of the Neue Zeitschrift fiir 
Musik since 1 845, reacted against Schumann's ideas concerning the development of music 
after Beethoven. This essay is indispensable to our understanding of the context surrounding 
the composition of Brahms's serenades. Brendel proposed in this article the term 
‘'neudeutsche Schule" (New German School) and alleged that it represented the "entire 
post-Beethoven development."^ He suggested that the music of the future would be led by 
Richard Wagner (1813-1883), Franz Liszt (1811-1886), and Berlioz.^ In this light, Brahms's 
serenades could be viewed as a rejoinder to Brendel’s essay and the "New German School.，’ 
His opposition of Liszt's "new orchestral paradigms"^ was expressed in a letter to his best 
friend and violinist Joseph Joachim (1 83 1-1907) in August 1 859: ‘The compositions are 
5 "Ich dachte, die Bahnen dieser Auserwahlten mit der groBten Theilnahme verfolgend, es wurde 
und musse nach solchem Vorgang einmal plotzlich Einer erscheinen, der den hochsten Ausdruck der 
Zeit in idealer Weise auszusprechen berufen ware, einer, der uns die Meisterschaft nicht in 
stufenweiser Entfaltung brachte, sondern, . . . Und er ist gekommen, . . . Er heiBt Johannes Brahms." 
Schumann, "Neue Bahnen," 185. Schumann, The Musical World, 199. 
6 David Brodbeck, “Brahms,” in The Nineteenth-century Symphony, ed. D. Kern Holoman (New 
York: Schirmer Books, 1997), 224-27. 
7 "die ganze nach-Beethoven'sche Entwicklung" Franz Brendel, "Zur Anbahnung einer 
Verstandigung," Neue Zeitschrift fur Musik 24 (10 June 1859): 272. 
8 Ibid., 271. Brodbeck, "Brahms," 227. 
9 Ibid. 
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always terrible, such as Dante�. . . . My fingers often itched to start a fight, to write something 
ant i -Lisz t .”� The quotation of the Finale of Haydn's Symphony No. 104 at the very 
beginning of Brahms's First Serenade and a number of other references to ‘‘historical” 
composers in this pair of serenades clearly illustrate such anti-Lisztian intent." These 
allusions will be discussed in greater detail later in this chapter. 
The two serenades, D major (op. 11) and A major (op. 16), were written by Brahms 
during his Detmold period (1857-1859). At the court of Detmold, Brahms only worked in 
autumn each year; and was responsible for giving piano lessons to Princess Friederike, 
conducting the amateur choral society, and performing as pianist at the court concerts.丨2 He 
had also gained the opportunity to study many classical scores, including the orchestral 
scores of Haydn, the wind serenades of Mozart, and the early compositions of Beethoven•丨’ 
There, he found immediate inspiration from a performance of Mozart's serenades and 
10 "Die Kompositionen werden immer schrecklicher, z. B. Dante! . . . Mich juckt 's oft in den 
Fingern, Streit anzufangen, Anti-Liszts zu schreiben." Johannes Brahms, Briefwechsel, 4th ed. 
(Tutzing: Schneider, 1974), 5:248-49. The Dante referred by Brahms is Lizst's Dante Symphony 
(1859). See also Brodbeck, "Brahms," 227. 
丨丨Ibid. 
12 Bozarth and Frisch, "Brahms, Johannes,,’ in Grove Music Online. Brodbeck, “Brahms,” 225. 
Karl Geiringer, Brahms, His Life and Work (Garden City, NY: Doubleday, 1961), 49. Michael 
Musgrave, "Serenades," in The Compleat Brahms: A Guide to the Musical Works of Johannes Brahms, 
ed. Leon Botstein (New York: W. W. Norton, 1999), 40. 
13 Geiringer, Brahms, 221. Musgrave, "Serenades," 40. James Webster, "Schubert's Sonata Form 
and Brahms's First Maturity (II),” 19th-century Music 3/1 (July 1979): 54. 
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diver t iment i by the De tmold court orchestra. ' ' ' B r a h m s ' s initial concep t ion was to write 
some th ing in the style of M o z a r t ' s serenades . Also, he might have born the special quali t ies 
of the court o rches t ra in mind and a imed to wri te for it.'^ 
In the s u m m e r of 1858, the First Serenade was pe r fo rmed pr ivately in Got t ingen for 
f r iends of Brahms , including Clara Schumann (1819-1896) , Ju l ius Ot to G r i m m (1 827-1903) , 
and the conce r tmas te r of the Detmold court orchestra , Karl Bargheer (1 83 1-1902). '^ As the 
manuscr ip t appears to have been destroyed later by Brahms, there have been di f ferent 
thoughts about the ins t rumenta t ion and the formal layout of this earl iest v e r s i o n . � M u s g r a v e 
14 Florence May, The Life of Johannes Brahms, 2nd ed. (London: William Reeves, 1977), 
1:232-33. 
15 Bozarth and Frisch, “Brahms, Johannes," in Grove Music Online. May, Life of Johannes 
Brahms, 1:233. 
16 Brodbeck, "Brahms," 227. May, Life of Johannes Brahms, 1:235. The performance was 
recalled by Clara Schumann as mentioned by Brahms in a letter of April 1872: "Ober die Serenade . . 
Du aber erinnerst unsre private allererste, wozu Grimm, Bargiel, ich die Stimmen schrieben, und 
Harzer Musikanten bei Ritmuller herumlagen." (Regarding the Serenade . . . What you remember, 
however, is our private, very first one, for which Grimm, Bargiel, and I wrote out the parts and 
musicians from the Harz camped in Rittmuller's house.) Berthold Litzmann, Clara Schumann. 
Johannes Brahms. Briefe aus den Jahren 1853-1896 (Leipzig: Breitkopf & Hartel, 1927; repr., 
Hildesheim: Georg Olms Verlag, 1989), 2:10. For the English translation of the letter, see Johannes 
Brahms, Johannes Brahms: Life and Letters, trans. Josef Eisinger and Styra Avins (Oxford: Oxford 
University Press, 1997), 440. 
17 The letter from Brahms to Joachim of 5 October 1858 showed that Brahms might have 
disposed the part scores of the earliest version of the D-Major Serenade: “Die Stimmen zu meiner 
Serenade habe ich nicht aufbewahrt, da ich dachte, es miisse viel zu andern sein, . . • Wenn Du kannst, 
schicke mir die Serenade bald und gib mir daran zu arbeiten.” (I don't keep the parts of my serenade. 
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first ident if ied the t w o poss ible f o r m s of ins t rumentat ion - e i ther as an octet for wind 
ins t ruments and str ings, or as a nonet for horn, f lute, two clar inets , bassoon , and strings. '^ 
Whi le mos t scholars sugges t that Brahms , s initial concep t was to wri te an octet , 丁ovey 
proposes that the w o r k w a s f irst writ ten as a n o n e t . H e a lso points out that the 
ins t rumenta t ion of wha t are now Menue t to 1 & II can give us a clue to the original scoring, 
fo r they are wri t ten for a reduced orchestra consis t ing of f lute, two clarinets , bassoon, and 
strings wi thout doub le bass."^ 
There are a lso d iverse v iews about the initial formal s t ructure of the work - whether it 
was in three or fou r movements . " ' Both Geir inger and M a y hold that the first incarnation of 
the work w a s in three movemen t s . Thei r a rgument can be supported by a letter f rom Joachim 
to Brahms in mid -Oc tobe r 1858, in which Joachim commen ted on the first version of this 
think, I have to make many changes, . . . If you can, send me the serenade soon and let me work on it.) 
Brahms, Briefwechsel, 5:213-14. May, Life of Johannes Brahms, 1:236. 
18 Musgrave, "Serenades," 40. Max Kalbeck, Johannes Brahms (Berlin: Deutsche 
Brahms-Gesellschaft, 1921; repr., Tutzing: Schneider, 1976), 1:338. 
19 Brodbeck, "Brahms," 227. Geiringer, Brahms, 221. May, Life of Johannes Brahms, 1:232-33. 
Robert Pascall, "Major Instrumental Forms: 1850-1890," in New Oxford History of Music, ed. Gerald 
Abraham (London: Oxford University Press, 1990), 9:574. Thomas Schipperges, "Serenade -
Serenata," in Die Musik in Geschichte unci Gegenwart: Sachteil (Kassel: Barenreiter-Verlag, 1998), 
8:1318. Bryan R. Simms, "Twentieth-century Composers Return to the Small Ensemble," in The 
Orchestra: Origins and Transformations, ed. Joan Peyser (New York: Billboard Books, 2000), 454. 
Donald Francis Tovey, Essays in Musical Analysis (London: Oxford University Press, 1935), 1:131. 
20 Ibid., 129. 
21 Brodbeck, "Brahms," 227. Geiringer, Brahms, 228. May, Life of Johannes Brahms, 1:235. 
Musgrave, "Serenades," 41. Pascall, "Major Instrumental Forms: 1850-1890；' 574. 
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D-Major Serenade: “The last movement is in its way just as nice as the first, also the Trio is 
charming, . . They probably overlooked the Andante mentioned by Joachim in an earlier 
letter, or considered it to be one of the outer movements. However, two subsequent letters 
would be able to confirm that a four-movement structure might have been conceived in the 
earliest version of the work. In a letter of 17 December 1858, Brahms wrote to Joachim: 
"Then take with you my serenade, I would like to put it in order. Here are a pair of pieces to 
come with it."^ "^  Later Clara Schumann noticed this change in her letter to Brahms 
(31 March 1859): ‘‘I was surprised, however, to read on the program the six movements of 
the serenade while I know only four.""^ 
Although Brodbeck, Pascall, and Musgrave agree that the serenade was originally 
written in four movements, they have different views about the identity of the Trio 
mentioned in Joachim's letter in mid-October 1858 (discussed above). Brodbeck and Pascall 
think that it refers to Menuetto I & II in the final version of the work. This can be justified by 
the letter of 17 December 1858 discussed above, if we assume the ‘‘pair of pieces" 
22 "Der letzte Satz ist in seiner Art ebenso glucklich wie die ersten, auch das Trio reizend,...’， 
Brahms, Briefwechsel, 5:214. 
23 "An dem Andante Deiner Serenade habe ich mich eben wieder sehr erbaut.,, (Again, I have 
much delight with the Andante of your serenade.) The date of the letter is around late September 1858. 
Brahms, Briefwechsel, 5:212. Musgrave believes that the Andante is very likely to be the Adgaio in 
the final version of the work. Musgrave, "Serenades," 41. 
24 "Dann nimm doch meine Serenade mit, ich mochte sie gem gleich in Ordnung machen. Hier 
kommen ein paar Stticke dafur mit.,’ Brahms, Briefwechsel, 5:228. 
25 "Ich war aber erstaunt, auf dem Programm sechs Serenadensatze zu lesen, wahrend ich nur 
viere kenne?" Litzmann, Clara Schumann. Johannes Brahms, 1:254. 
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mentioned by Brahms in this letter are the two Scherzos. Musgrave argues that it is more 
probable that the Trio referred to by Joachim was Menuetto I only, because it is in triple 
meter and has a three-part structure.^^ No matter what its earliest form was, this serenade 
resembles Mozart 's serenades and reflects that Brahms viewed them as paradigmatic of this 
genre. 
Before the publication of the final version of the work, a small orchestra version was 
publicly performed in Hamburg on 28 March 1 859, under the direction of Joachim. It is 
unfortunate that the score of this small orchestra version has not been preserved. Yet, there is 
no doubt that it was in six movements and for small orchestra (kleines Orchester) with 
augmented strings (mit starker besetzten Geigen)."^ The change of instrumentation from 
chamber ensemble to small orchestra was based on Joachim's advice after the rehearsal of 
2 8 
the work in January 1859. This small orchestra version was performed later in the same 
year at the court of Detmold."^ By that time, Brahms was interested in conducting an 
orchestra, and he had requested Prince Leopold III to allow him to conduct the court 
26 Musgrave, "Serenades," 41. The structure of Menuetto I is ||: a :|| ||: b a :||. 
27 Brahms, Briefwechsel, 5:198-99. Litzmann, Clara Schumann. Johannes Brahms, 1:253-54. 
Musgrave, "Serenades," 41. In Briejwechsei Moser suggests that the date of letter no. 142 is 24 
February 1858. It is impossible if the first incarnation of the work appeared in summer 1858. Brahms 
mentioned in this letter about changing the instrumentation of the work in such a way that it is 
consistent with size of the orchestra playing in the Humburg performance on 28 March 1859. Hence, 
it would be more sensible if the letter was dated 24 February 1859. 
28 May, Life of Johannes Brahms, 1:251. 
29 Ibid., 265. 
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orchestra.3G Although he never mentioned if the work served as homage to anybody, it is still 
possible to see it as a means to please the prince so that he would offer him such a position. 
In fact, after the private reading of the work in summer 1 858, Clara Schumann had 
already suggested to Brahms that an orchestra would be more effective in realizing the ideas 
of the composition.31 In December 1859, the composer finally made up his mind to 
rearrange the work for an orchestra. He asked Joachim to send him some manuscript paper 
for an orchestral score:” However, what he aimed for was no longer an orchestral serenade 
but a symphony: “I need paper to convert the first Serenade into a symphony, at long last. I 
realize that this work is a sort of hybrid creature, neither this nor t h a t . ” ] � T h e manuscript 
preserved by Breitkopf & Hartel shows that the title was once "Sinfonie-Serenade.""^'' This 
designation was also mentioned by Joachim in two letters to Brahms, written at Christmas 
1859 and in mid-February of the next year respectively.^^ Writing a symphony after 
30 Geiringer, Brahms, 58-59. 
May, Life of Johannes Brahms, 236. 
32 "Ich bitte Dich, mir mit der Serenade ein halbes oder doch ein ganzes Buch Notenpapier, quer 
Format mit 16 (oder 14) Linien und etwa ein 4tel enges mit 20-24 zu schicken.” (I beg you to send me, 
along with the serenade, half or may be even an entire quire of manuscript paper, wide format with 16 
(or 14) staves and about a quarter of a quire of narrow paper with 20-24 staves.) Brahms, Briefwechsel, 
5:226. Brahms, Johannes Brahms: Life and Letters, 209. Avins noted it is more appropriate to date the 
letter 8 December 1859, rather than 1858 by Moser. See also Brodbeck, ‘‘Brahms,” 228. 
33 "Das Papier brauche ich, um nun doch schlieBlich die Ite Serenade in eine Sinfonie zu 
verwandeln. Ich sehe es ein, daB das Werk so eine Zwittergestalt, nichts Rechtes ist." Brahms, 
Briejwechsel, 5:227. Brahms, Johannes Brahms: Life and Letters’ 209. 
Geiringer, Brahms, 227. 
35 Brahms, Briejwechsel, 5:256, 260. Brodbeck, “Brahms,” 228. 
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Beethoven was a great challenge to Brahms; as quoted by Max Kalbeck: "If one wants to 
write symphonies after Beethoven, then they will have to look very d i f f e r e n t ! ” ? � T h e 
composer eventually gave up the title Sinfonie-Serenade and resumed the original generic 
designation of serenade. This can be confirmed by a letter around 20 February 1860, when 
he sent the orchestral and part scores to Joachim with the note: "Here are the score and parts 
of the D major- 'Serenade ' , if I may." ' ' On 3 March 1860, the final version of the serenade 
for full orchestra was premiered in the concert hall of Royal Court Theater of Hanover, with 
o o 
Joachim conducting the court orchestra. The orchestral score was then published in 
December 1860 by Breitkopf & H a r t e l , � � a n d the work was rearranged later by Brahms for 
four-hand piano."^^ 
Brahms started writing his Second Serenade in A Major shortly after the performance 
of the first version of the D-Major Serenade. One prominent feature of this work is the 
organization of the orchestra with double woodwinds, two horns, and a string section 
consisting of only violas, cellos, and double basses. Tovey mentions two earlier examples of 
operatic works that use an orchestra with violas taking the lead role, Mehul's Uthal (1806) 
and the second act of Wagner's Tannhciuser (1845), but considers Brahms's orchestration to 
36 "Ach, Gott, wenn man wagt, nach Beethoven noch Symphonien zu schreiben, so miissen sie 
ganz anders aussehen!" Kalbeck, Johannes Brahms, 1:339. Brodbeck, ‘‘Brahms,,’ 228. 
37 "Hier kommen Partitur und Stimmen zur D dur- 'Serenade', wenn ich bitten darf." Brahms, 
Briefwechsel, 5:261. Brodbeck, "Brahms," 228. 
38 Ulrich Mahlert, preface to Serenade No. 1 for full Orchestra in D major, op. / / , by Johannes 
Brahms (Wiesbaden: Breitkopf & Hartel, 1996), n.p. Musgrave, ‘‘Serenades,,’ 41. 
39 Mahlert, preface to Serenade No. 1 for full Orchestra in D major, op. 11, n.p. 
Brahms, Johannes Brahms: Life and Letters, 415. 
8 7 
be independent of them.'^' Indeed, the scoring of this A-Major Serenade recalls Mozart's 
wind serenades, especially that in B-flat major, K. 361.42 As discussed in Chapter 2, Clara 
Schumann found this serenade by Mozart monotonous because the tone colour was produced 
solely by the wind instruments (letter of 8 November 1858).^'^ Brahms therefore might have 
aimed at writing a serenade in response to Clara's comment and considered this a 
challenge.44 
It seems that Brahms had few problems in the writing of this A-Major Serenade. In late 
October 1858, he sent the first movement, the only finished movement by that time, to 
Grimm for his comment.斗亏 Then he sent the same movement to Clara Schumann in 
December 1858.46 Both friends reacted favorably.^? Although Clara asked him for the 
41 Tovey, Essays in Musical Analysis, 1:132-33. 
42 Musgrave, "Serenades," 43. 
Litzmann, Clara Schumann. Johannes Brahms, 1:228. 
44 Brodbeck, "Brahms," 227. 
45 Brahms, Briefu'echsel, 4:72. Brahms, Johannes Brahms: Life and Letters, 175. May, Life of 
Johannes Brahms, 1:238. Both Barth and Avins propose that the serenade referred to by Brahms in 
this letter is the First Serenade. Their deduction may be based on Grimm's reply, saying that Brahms 
“must have played the movement during the summer" (Du must mir den Satz schon einmal im 
Sommer inkognito vorgespielt haben). Since the performance in that summer shows that the First 
Serenade had already taken the form of three or four movements, the serenade mentioned in the letter 
is more likely to be the Second Serenade. See also Brahms, Briefwechsel, 4:75. 
46 Musgrave, "Serenades," 43. 
47 Brahms, Briefwechsel, 4:75-76. Litzmann, Clara Schumann. Johannes Brahms, 1:233-34. 
May, Life of Johannes Brahms, 1:238. Musgrave, ‘‘Serenades’” 43. 
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remaining movements (letter of 20 December 1858)，Brahms did not respond until the fall 
of 1859. During the intervening period, few exchanges between Brahms and his friends 
about this serenade can be found. It is believed that he might have either stopped working on 
the serenade or had little difficulty in finishing it. On 9 November 1859, Brahms sent the 
completed serenade to Clara S c h u m a n n . T h r e e months later, the work was premiered in 
Hamburg, with the composer himself c o n d u c t i n g . Same as its sibling, this serenade was 
also performed in Detmold, but only in 1865 after Brahms had left the court.^^ Morris 
notices that the two serenades are the first compositions by Brahms that do not feature his 
own instrument, the p iano , ’ He proposes that one possible reason for this scoring is that the 
works were conceived for outdoor performance during summer, when Brahms was not in 
Detmold. This further confirms that the two compositions might have written for the court 
orchestra and dedicated to Brahms's patron. 
After the first publication of the work in November 1860, Brahms had made some 
minor changes to its scoring, dynamic markings, and phrasing.^^ The revised edition, on 
48 Litzmann, Clara Schumann. Johannes Brahms, 1:234. Musgrave, “Serenades,” 43. 
49 Brodbeck, ‘‘Brahms,，’ 226. Litzmann, Clara Schumann. Johannes Brahms, 1 -.216-11. 
Musgrave, "Serenades," 43. 
Brahms, Johannes Brahms: Life and Letters, 207-209. Brodbeck, "Brahms," 226. Litzmann, 
Clara Schumann. Johannes Brahms’ 1:287. Musgrave, "Serenades," 43. 
51 The first performance is on 10 February 1860. May, Life of Johannes Brahms, 1:266. 
Musgrave, "Serenades," 43. 
52 Allan Scott Morris, “The Wellsprings of Neo-classicism in Music: The Nineteenth-century 
Suite and Serenade," (PhD diss., University of Toronto, 1998), 120. 
53 Ibid., 116. 
54 Hans Gal, Revisionsbericht to Johannes Brahms sdmt/iche Werke, vol. 4, Serenaden unci 
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which subsequent editions are based, was then published in 1875. In a letter to his friend and 
conductor, Bernhard Scholz (1835-1916), Brahms indicated that a string section with eight 
violas, six cellos, and four double basses would be appropriate for this work.55 This 
chamber-like scoring probably reflects Brahms's reference to Mozart 's serenades. 
This work appears to have held a special position in Brahms's mind. In a letter of May 
1860, he expressed how much delight he had in rearranging the work for four hands: ' i t has 
put me in a really euphoric mood. Rarely have I written music with such relish, the sounds 
permeated me so lovingly and gently that I was cheerful through and through."^'' In fact, he 
presented the work to two of his closest friends as a gift. On 10 September 1 859, before the 
completion of the work, he sent the first, third, and fourth movements to Clara Schumann for 
her birthday on 13 September.^^ Clara received it with great pleasure and replied that it was 
"as if I were to gaze at each filament of a wondrous flower. It is most b e a u t i f u l . A f t e r its 
first publication, Brahms also sent the music to Joachim as a Christmas present.^^ The two 
incidents may imply that this serenade could possibly have had a double meaning for 
Brahms - it is not only a musical entertainment but also a musical offering, although we 
should note that Brahms also dedicated musical works other than this serenade to his friends. 
Tame fur Orchester (Wiesbaden: Breitkopf & H artel, 1965), n.p. Musgrave, “Serenades’，’ 44. Tovey, 
Essays in Musical Analysis, 1:133. 
55 Brahms, Johannes Brahms: Life and Letters, 488. Musgrave, “Serenades,” 44. 
56 "Mir war ganz wonniglich dabei zumute. Mit solcher Lust habe ich selten Noten geschrieben, 
die Tone drangen so liebevoll und weich in mich, daB ich durch und durch heiter war." Brahms, 
Briefwechsel’ 5:272. Brahms, Johannes Brahms: Life and Letters, 220. 
57 Litzmann, Clara Schumann. Johannes Brahms, 1:276-77. 
58 “. . . als ob ich die Staubfaden einer seltnen schonen Blume einzeln betrachtete. Es ist 
wunderbar schon!" Ibid., 278. Musgrave, "Serenades," 44. 
59 Brahms, Brie/wechsel, 5:296. Brahms, Johannes Brahms: Life and Letters, 227. 
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Music Analysis 
It appears that the overall structural plans of Brahms's two serenades were adopted 
from Mozart 's model: they both begin with a sonata-allegro movement, with a slow 
movement forming the central core, then followed by a minuet, and finally round off with a 
rondo. The table below outlines the structural plans of Mozart 's Serenades, K. 100 and 
K. 361, and the two serenades by Brahms. 
Table 4.1 Mozart 's Serenades (K. 100 and K. 361) and Brahms's Serenades 
Mozart 
Serenade, K. 100 
1. Allegro 
2. Andante 
3. Menuetto — Trio 
4. Allegro 
5. Menuetto — Trio 
6. Andante 
7. Menuetto - Trio 
8. Allegro 
Mozart 
Serenade, K. 361 
1. Largo - Allegro molto 
2. Menuetto 
3. Adagio 
4. Menuetto: Allegretto 
5. Romanze: Adagio 
6. Tema con Variazioni 
7. Rondo 
Brahms 
Serenade No. 1 
1. Allegro molto 
2. Scherzo — Trio 
3. Adagio non troppo 
4. Menuetto I & II 
5. Scherzo - Trio 
6. Rondo: Allegro 
Brahms 
Serenade No. 2 
1. Allegro moderato 
2. Scherzo 一 Trio 
3. Adagio non troppo 
4. Quasi menuetto 
5. Rondo: Allegro 
However, a more detailed study of the individual movements of Brahms,s serenades will 
inform us their departure from Mozart's model. The following analysis of the two works will 
give us a general understanding of their form and structure. Special focus will be put on the 
design of the movements that are characteristic of the genre. As we shall see, Brahms often 
introduced new elements to these movements and thus gave the genre a new interpretation. 
Moreover, the many references to his predecessors will show the composer 's great interest in 
history and attest to the fact that he had in effect initiated a revival of the Classical genre and 
invited his contemporaries to join him in shaping it. 
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Serenade in D Major, op. 11 
The first movement of this serenade, which is in sonata form, is longer than those of 
any of Brahms's symphonies: 574 measures, or 772 measures if we include the 198 measures 
for the repeat of the exposition � The length of this movement is longer than any first 
movement of Mozart's serenades, showing that the scale of this serenade by Brahms is 
unparalleled by Mozart's.^" It possesses qualities of both the Classical serenade and the 
Romantic symphony. The opening drone-bass, as Tovey mentioned, creates a richer sound 
than is typical of a Classical symphony, and probably reveals that Brahms prepared to recast 
the work for an orchestra, rather than leaving it as a chamber composition.^^ Evans, on the 
other hand, suggests that the pastoral and lyric character of the two subjects and the 
f， 
elementary harmonies of the movement allude to the eighteenth-century diver t imento.� 
As discussed earlier in this chapter, there are numerous allusions to the works of 
"historical" composers in this serenade. One example is the first subject played by horn 
(Example 4.1), and it recalls the music of Haydn and Mozart.^^ Tovey believes that Haydn 
60 Musgrave, ‘‘Serenades,,’ 44. The number of measures of Brahms's four symphonies is: 
Symphony No. 1:511 (662); Symphony No. 2: 523 (708); Symphony No. 3: 224; Symphony No. 4: 
440. Figures in the brackets are the total number of measures of the movement if the repeat of the 
exposition is included. 
6' The longest first movement is from his Serenade, K. 375, which consists of 238 measures, or 
454 measures if the repeat is counted. 
62 Tovey, Essays in Musical Analysis, 1:124. 
63 Edwin Evans, Handbook to the Chamber & Orchestral Music of Johannes Brahms (New York: 
B. Franklin, 1970), 1:41-42. Here, it is probable that the terms divertimento and serenade are 
interchangeable. 
64 Brodbeck, "Brahms," 227. Constantin Floros, "Brahms-der zweite Beethoven?" in Brahms 
undseine Zeit: Symposion Hamburg 1983, ed. Henning Muller-Buscher (Hamburg: Laaber-Verlag, 
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would have used the same instrumentation for a similar theme from the Finale of his 
Symphony No. 104 if he had trusted the horn-players of Esterhazy (Example 4.2).''^ In 
addition to the allusion to Haydn, the first subject also recalls a theme from the Rondo of 
Mozart 's Serenade, K. 361 (Example 4.3). It should be noted that there is no march 
movement in either serenade by Brahms. However, the horn theme here could be associated 
with the march that is typical of the Classical serenades. The second subject includes a triple 
division of the two-minim measure (Example 4.4). Tovey describes it as quintessentially 
Brahms, and its length is exceptionally long when compared with those from the Classical 
predecessors 66 
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Example 4.2 Haydn, Symphony No. 104, Finale, mm. 3-10 
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1984), 240. Kalbeck, Johannes Brahms, 1:319-23. Musgrave, “Serenades,” 42. Tovey, Essays in 
Musical Analysis, 1:124. Webster, "Schubert 's Sonata Form (11)," 59. 
65 Tovey, Essays in Musical Analysis, 1:124. 
66 Ibid., 125-26. 
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Example 4.3 Mozart, Serenade in B-flat, K. 361, Rondo, mm. 56-60 
Basset-horri 
Example 4.4 Brahms, Serenade No. 1, Allegro molto, mm. 112-127 
Viol in I 





"Scherzo" as the title of a serenade movement first appeared in Beethoven's Serenade, 
op. 8. This title was not commonly applied to serenade movements before the mid-nineteenth 
century, but a total of three scherzos were written by Brahms for his two serenades. The 
gloomy opening theme in D minor that opens the second movement may lead us to query its 
title. Here, “scherzo” is not an indication of the mood but refers to a joke that the composer 
played with the rhythm. The displacement of accent to the second crotchet beat can be found 
from the fourth measure (Example 4.5). 
Example 4.5 Brahms, Serenade No. 1, first Scherzo, mm. 1-9 
一 - — -v. r 4 — 
IVJ # J I-V- tedz=： 
This Scherzo is lengthy in comparison with the other two Scherzos contained in 
Brahms's serenades, as well as those in Beethoven's serenades. Again, this illustrates the 
unprecedented extensiveness of the work among those carrying the same generic title. Both 
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Miisgrave and Evans note that the structure of the first section is analogous to an exposition 
of sonata form (Table 4.2). The opening theme undergoes imitative development and is 
contained in a section similar to an exposition，？ The slow section (mm. 89-108) before the 
return of the theme appears like the closing section which leads to the development.^^ The 
Trio is a little bit quicker than the scherzo and is in ternary form. The whole section is 
written out in full, with the winds and strings exchanging roles upon each repeat. 
Table 4.2 Brahms, Serenade No. 1, first Scherzo 
Section Scherzo Trio Scherzo 
| | :A: | | B tran. B' C C D D C C 
Key i V 丨 i 
Measure I 27 89 108 155 193 229 246 266 301 (D. C.) 
Both Frisch and Tovey describe the Adagio as a full sonata f o rm，Moreove r , as 
Musgrave suggests, it is also symphonic in breadth: it includes an extended development, a 
full recapitulation, and a sizable coda (Table 4.3)7^ This is the first and only time Brahms 
considered such a design for his slow movement, since then he applied a shortened sonata 
structure in all of his later w o r k s . 
Table 4.3 Brahms, Serenade No. 1, Adagio non troppo 
Section Exposition Dev. Recapitulation Coda 
A tran. B Codetta A tran. B Codetta 
Key I V l l l - I - b l l ( b l l ) - I 1 
Measure 1 39 64 78 104 135 184 199 214 232 
Musgrave, "Serenades," 43. 67 
68 Evans, Handbook to the Chamber, 1:45. 
69 Bozarth and Frisch, "Brahms, Johannes,” in Grove Music Online. Tovey, Essays in Musical 
Analysis, 1:128. 
Musgrave, "Serenades," 42. 
71 Tovey, Essays in Musical Analysis, 1:128. 
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One prominent feature of this movement is its reference to a Schubertian principle of 
form.72 In the reprise, the first subject returns in Neapolitan B major (enharmonically C-flat 
major), instead of the conventional tonic (B-flat major). It is then transformed slightly and 
leads to its second statement in the tonic (m. 151). This departure from the Classical norms 
partly reveals Brahms's inclination towards Schubert 's progressive use of form and 
tonality.73 Yet, the fugato sections (mm. 79-88, 215-224), which form parts of the codetta 
after the second subject, show his interests in fugal writing and the more remote past 
(Example 4 .6)7 ' 
Example 4.6 Brahms, Serenade No. 1, Adagio non troppo, mm. 78-85 
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As discussed in Chapter 2, the minuet is one of the characteristic movements of the 
Classical serenade. The inclusion of a tiny pair of minuets probably confirms Brahms's intent 
to revive the neglected Classical genre. Their design, however, is not simply that of the old, 
stately court dance. The phrase structure of Menuetto I does not follow the conventional, 
regular four- or eight-measure phrasing. The first section is ten measures long, while the 
72 James Webster, “Schubert,s Sonata Form and Brahms's First Maturity," /9th-century Music 
2/1 (July 1978): 31-32. Webster, "Schubert 's Sonata Form (11)’” 60. 
73 Ibid 
74 Evans, Handbook to the Chamber, 1:48. 
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second section contains 15 measures. Although we may expect Menuetto II to assume the 
role of a trio in contrast, Musgrave points out that this is not the case since the music here is 
more or less a counterpart to Menuetto 1 but in minor key, with the melody passed from the 
clarinets to the s t r i n g s ” The design of this movement reveals that Brahms's interest is not 
merely in revival but also in reformulating the old musical genre. 
The scale of the second Scherzo approaches a Classical serenade movement, and its 
length is as short as a minuet in any of Mozart's serenades. The influence of Beethoven's 
early scherzos on Brahms is explicit in this movement.76 The opening theme, as noted by 
Tovey, is ‘‘an amusing combination of the scherzos of Beethoven's Septet and Second 
Symphony" (Examples 4.7 - 4.9)7^ The accompaniment of the Trio section alludes to the 
"Spring" Sonata (Examples 4.10 & 4.11). Example 4.7 also shows that the figure in the cello 
accompaniment to the opening theme is quoted from the Finale of Haydn's Symphony 
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No, 104 discussed above (Example 4.2). These examples evince Brahms's homage to the 
two masters, as well as his effort in effecting a revival of certain Classical principles. As we 
shall see later in this chapter, these are only a few of the many allusions in this serenade. 
75 Musgrave, "Serenades," 42. 
76 Kalbeck, Johannes Brahms, 1:320. Musgrave, "Serenades," 42. Tovey, Essays in Musical 
Analysis, 1:129. Webster, "Schubert's Sonata Form (II),” 59. 
Tovey, Essays in Musical Analysis, 1:28. 
78 Floros, "Brahms-der zweite Beethoven?” 240. Kalbeck, Johannes Brahms, 1:3 19-20. Helmut 
Wirth, "Nachwirkungen der Musik Joseph Haydns auf Johannes Brahms,” in Musik, Edition, 
Interpretation: Gendenschrift Giinter Hen/e, ed. Martin Bente (Munchen: G. Henle Verlag, 1980), 458. 
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Example 4.8 Beethoven, Septet in E-flat Major, Scherzo, mm. 80-85 
Example 4.9 Beethoven, Symphony No. 2, Scherzo, mm. 84-92 
Oboe I ¥ 1 C尊 冷‘ 
Example 4.10 Brahms, Serenade No. 1, second Scherzo, mm. 65-72 




Example 4.11 Beethoven, Violin Sonata in F, op. 24, Scherzo, mm. 28-35 
Piano 
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With a symphonic first movement at the beginning of the work, an equally expansive 
Finale is needed to maintain the structural balance/'^ It once again exemplifies that Brahms 
was exploring the possibility of expanding the scale of the genre. The sonata-rondo Finale 
starts with a theme played by clarinet, bassoon, and cellos. Tovey suggests that the theme 
resembles a horn-theme, and reminds us of the opening theme in the first movement.^^ It 
also forms a possible substitute for the omitted march movement that usually rounds off a 
Classical serenade. Brahms's design basically follows the principles of the classical form, 
except for his elimination of the third entry of the rondo theme in the reprise, as if he 
recomposed the section by reversing the order of the theme and the first episode 
(Table 4.4) 81 























It is interesting to note that this serenade contains traces of cyclic writing. Schipperges 
79 Musgrave, "Serenades," 42. 
8G Tovey, Essays in Musical Analysis, 1:130. 
86 Musgrave, "Serenades," 45. 
87 Tovey, Essays in Musical Analysis, 1:136. 
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identifies the similarity between a theme from the first movement and the first themes of the 
Adagio and Rondo (Examples 4 . 1 2 - 4 . 1 4 ) , showing that the latter two themes could be 
derived from the former. 一 As we shall see in Chapter 5, cyclic procedure is popular in many 
late nineteenth-century serenades. However, in these later works, the opening theme remains 
about the same in its restatement in the finale, while this is not the case in Brahms,s First 
Serenade. 
Example 4.12 Brahms, Serenade No. 1, Allegro molto, mm. 177-179 
f lulc f I ： 1 
Example 4.13 Brahms, Serenade No. 1, Adagio non troppo, mm. 1-7 
Viola A A A A 0 
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Example 4.14 Brahms, Serenade No. 1, Rondo, mm. 1-4 
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82 Thomas Schipperges, Serenaden zwischen Beethoven und Reger: Beitrdge zur Geschichte der 
Gattung (Frankfurt: Verlag Peter Lang, 1989), 186, 196，202. 
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Serenade in A Major, op. 16 
Unlike the Serenade in D, the more concise A-Major Serenade approaches the scale of 
its Classical predecessors and has only a few reminiscences of earlier compositions. The first 
movement is in sonata form, but its size is not as expansive as that of the D-Major 
correspondent. It no longer begins with a theme alluding to the opening march of the 
Classical serenades. Rather, the first theme played by clarinets and bassoons is pastoral in 
mood. In the second subject, the double-dotted rhythmic pattern (mm. 70ff.) recalls the 
opening of the Adagio of the First Serenade (Example 4.13). The movement is also notable 
for its unrepealed exposition, for which a brief statement of the opening theme at the 
beginning of the development is substituted. The rest of the movement requires no further 
elaboration. 
The conception of the Scherzo is close to the first Scherzo of the D-Major Serenade, 
but this time Brahms played a different rhythmic trick. Instead of shifting the accent to the 
offbeat, he arranged three groups of two beats in two triple-time measures (Example 4.15). 
This rhythmic gesture continues in the Trio, through the interaction of the same rhythmic 
figure between the violas and the cellos. The Trio theme, which has an irregular pulse and 
plays above this duple-meter accompaniment, creates an even greater tension in this 
movement (Example 4.16). 
86 Musgrave, "Serenades," 45. 
87 Tovey, Essays in Musical Analysis, 1:136. 
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Example 4.15 Brahms, Serenade No. 2, Scherzo, mm. 1-5 
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Example 4.16 Brahms, Serenade No. 2, Scherzo, mm. 44-52 
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The disarmingly short Adagio is indeed the most elaborate movement of the serenade. 
Evans first noted how Brahms's ground-bass and the contrapuntal first theme are derived 
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from Bach's Passacaglia (Examples 4.17 & 4.18). 
Example 4.17 Bach, Passacaglia and Fugue in C Minor, BWV 582, Passacaglia 
Musgrave, "Serenades," 45. Tovey, Essays in Musical Analysis, 1:135. 
Evans, Handbook to the Chamber, 1:63-64. 
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This is one of the two passacaglias Brahms is known to have written. The other 
passacaglia is f rom the Finale to his Fourth Symphony (1886). The composer ' s interest in 
this musical form once again illustrates his interest in old musical styles. Yet, this early 
passacaglia is more complex and "expansive in character.”秘 It consists of 43 variations, 
while the one f rom the E-Minor Symphony has only 32. In this serenade movement, the 
theme passes through several keys in the first eight variations alone: A minor (mm. 1-4, 
9-10), E minor (mm. 7-8), C major (mm. 11-12), and F major (mm. 13-16). This was not 
found in the later passacaglia for which Brahms strictly kept the key to E minor from the 
beginning to the end. As we shall see below, the passacaglia from this serenade contains 
sections in which the theme could hardly be identified, but this is not the case as in its 
E-Minor successor. 
In fact, the movement can also be divided into three sections (Table 4.5). The first 
section contains eight statements of the ground-bass, first in A minor but later in C major. 
The figure seems to disappear in the middle section, but Tovey discovers its inversion in the 
oboe (m. 38).^^ The return of the ostinato in its original form indicates the beginning of the 
86 Musgrave, "Serenades," 45. 
87 Tovey, Essays in Musical Analysis, 1:136. 
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final section. After a brief transformation of the figure in measures 75-80, the movement 
finally rounds off when the ostinato resumes its original shape in the home key. 
Table 4.5 Brahms, Serenade No. 2, Adagio non troppo 
Section A ^ 
Key i - ( I I I ) 一 
Measure 1 18 
C Coda 
川3 V 2 
I I I 
57 76 89 
Webster, on the other hand, identifies a synthesis of the sonata and ternary forms in this 
88 
Adagio (Table 4.6). He suggests that Brahms was inspired by a similar treatment in 
OQ 
Beethoven's Quartet in C, op. 59, No. 3. It is interesting to note that Beethoven's slow 
movement is also in A minor, compound time, and has an ostinato bass. Webster 's 
consideration focuses mainly on the thematic development, and his conclusion is based on 
the fact that the second subject is omitted in the reprise. Here, we should recognize that there 
is no contradiction between the two interpretations of the form of this slow movement. They 
both manifest Brahms's homage to his precursors and his endeavor to fuse different musical 
forms. 
Table 4.6 Brahms, Serenade No. 2, Adagio non troppo (synthesis of sonata and ternary forms) 
Section Exposition 
A transition B 
Key i - ( I I l ) VII 
Measure 1 18 23 
Development Reprise Coda 
A 
iii i i 
57 76 89 
In this work, Brahms did not include a minuet which is essential to the Classical 
88 Webster, "Schubert's Sonata Form (II)," 60. 
89 Ibid. Joseph Kerman, The Beethoven Quartets (New York: A. A. Knopf, 1967), 145-50. 
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serenade. However, he wrote a short movement and labeled it Quasi Menuetto. This title 
possibly relates to its time signature - 6/4 time, rather than the traditional 3/4 time for the 
minuet. Evans proposes that three measures should be divided into two groups of three 
dotted minim beats in order to obtain a three-beat pulse that is conventional to the dance 
(Table 4.7)，His grouping is in line with the pulse of the compound duple meter, but the 
grouping of three crotchets is also consistent with the pulse of the dance. In fact, there were 
examples of minuet in 6/8 time in the Baroque period.…The four- or eight-measure phrase 
structure of this musical form also proves that compound duple time is appropriate for it. No 
matter how Brahms,s time signature is understood, his reference to the style of the old court 
dance and his interest in introducing new ideas to the genre are undoubted. 
Table 4 .7 Two possible groupings of the 6/4 time of Quasi Menuetto 
jUI.. -rj-. 
Evans's grouping 1 2 3 1 2 3 
Other possibility 1 2 3 1 2 3 1 2 3 1 2 3 1 2 3 1 2 
The form and design of the Rondo Finale are similar to those of its D-Major parallel.^" 
The lively main theme recalls the Scherzo, and the same rising fourth opening interval in 
both themes sounds like hunting horn calls.93 Similar to the opening themes in the outer 
movements of the D-Major Serenade, this theme is also march-like in character and could 
9° Evans, Handbook to the Chamber, 1:66. 
91 Meredith Ellis Little, "Minuet," in Grove Music Online. 
92 Musgrave, "Serenades," 45. 
93 Ibid. 
96 
have alluded to the march movements associated with the Classical serenades. The central 
development section includes a modified version of the rondo theme and first episode. It is 
then followed by an augmented rondo theme which falsely signals the beginning of the 
reprise (indicated as A" in Table 4.8). This is the only movement of the A-Major Serenade 
that approaches the scale of the corresponding movement of the D-Major predecessor. 
Table 4.8 B r a h m s , Serenade No. 2, Rondo: Allegro 
Section Exposition Development 
A B Codetta A’ B’ A” 
Key I V V I - ( I I I ) iv I V - 1 
Measure 丨 83 121 141 167 202 
Recapitulation Coda 
A B 
I - ( i ) I 1 
273 319 357 
The examination of the form and design of the two serenades above reveals that 
Brahms's writing is more than mere adoption of a Classical model. His serenades are 
generally more expansive than their predecessors, although they contain fewer movements. 
For the characteristic movements, Brahms also injected some new elements. The discussion 
in Chapter 2 shows that march and minuet form an important part of the overall structural 
plan of the serenades in the Classical period. Intriguingly, Brahms's serenades do not contain 
any march movements but only allusions to it. This probably reflects a change in the social 
function of the serenade in the nineteenth century. The marches coupled with Mozart's 
serenades served to accompany the procession before and the recession after the 
performance of the serenades. Brahms's serenades, which were generally performed in the 
concert hall, did not have performance settings similar to Mozart's. Therefore, it seems that 
there is no practical need for Brahms to include the march in his serenades. 
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As to the treatment of the minuet, Brahms,s conception is perhaps closer to 
Beethoven's than to Mozart's. He included a tiny pair of minuets in the fourth movement of 
his First Serenade, and in his next serenade he only alluded to the Classical convention by 
writing a movement named Quasi Menuetto. On the other hand, Brahms could have 
considered the scherzo to be a substitute for the minuet and wrote a total of three scherzos in 
the two serenades. The use of the scherzo as a regular alternative for the minuet was first 
introduced by Beethoven in the symphony,今斗 and Brahms's use of scherzo here probably 
followed such a practice. As we have seen thus far, Brahms's approach to the genre is 
evidently reformative, yet the many allusions to be discussed below will reveal that his 
attitude towards history is also respectful. 
Brahms s Borrowings 
The large number of Brahms's musical borrowings from his predecessors in these two 
serenades deserve a separate discussion. They give us insight into Brahms's interpretation of 
the serenade as a genre, although almost all these quotations are not taken from earlier 
serenades. Yet, the composer's extensive interest in history is undoubted, and this could have 
well informed his intention to revive a past musical genre. 
As mentioned in the last section, Beethoven is quoted most frequently in the First 
Serenade, but the many allusions in the second Scherzo discussed above are not the only 
examples of Brahms's borrowings from the great master. There are also references to 
Tilden A. Russell and Hugh MacDonald, “Scherzo,” in Grove Music Online. 
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Beethoven's symphonies in this pair of serenades. Musgrave traces the descent from F# to G 
in the first movement of the D-Major Serenade (mm. 39-42) back to a similar melodic 
contour in the opening movement of Beethoven's Second Symphony (mm. 114-116) 95 
Another parallel can also be found in the Finale of both works - the motive leading to the 
decrescendo onto the subdominant in the coda of Brahms's op. 11 (mm. 302-320) is basically 
the same as that in Beethoven's passage (mm. 357-37！广 Besides, in the slow movement of 
this serenade, the transition from the first to the second subject (mm. 39ff.) contains an 
accompanying figure in the strings that appears in the Andante molto mosso ("By the Brook' 
of the "Pastoral" Symphony (mm. The only reference to Beethoven in the A-Major 
Serenade is noted by Floros - the beginning of the Scherzo is borrowed from the opening 
theme from the Finale of Beethoven's Symphony No. 8 (Examples 4.1 5 & 4.19) 98 
Example 4.19 Beethoven, Symphony No. 8, Finale, mm. 1-5 
3 3 
f f f f f i 
pp 
3 3 
f I $ ， f 
There are also allusions to the symphonies by Schubert and Schumann in the D-Major 
Serenade. In the first movement, the transition leading to the reprise is built up from a series 
of chromatic descents over a dominant pedal (mm. 337-353). Webster observes its 
resemblance to the transition in the Finale of Schubert's "Great" Symphony (mm. 515ff.) 99 
95 Michael Musgrave, The Music of Brahms (Oxford: Clarendon Press, 1994), 126. 
96 Webster, "Schubert 's Sonata Form (II),’’ 59-60. 
97 Tovey, Essays in Musical Analysis, 1:128. Webster, "Schubert 's Sonata Form (II)," 59. 
98 Floros, "Brahms-der zweite Beethoven?" 241. 
99 Webster, "Schubert 's Sonata Form (11)," 60. 
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In the Adagio, the flute introduces a brief passage in the coda (mm. 242-244) that is similar 
to the flute cadenza at the end of the Finale to Schumann's Symphony No. 1 in B-flat 
Major.ioG Webster also observes the quotation of this passage from the slow movement of 
Schumann's C-Major Symphony (mm. 114-115)."^' 
The numerous allusions in the two serenades disclose that Brahms had good knowledge 
and great interest in the music of his precursors. In this sense, his attitude towards tradition 
and history is not only reformative but also respectful, and the role played by him in the 
development of the serenade is both revitalizing and reformulating. In the next section, we 
shall see that the instrumentation and tonal plan of the two serenades also reflect the duality 
of his attitude, as the Classical and Romantic elements were brought together in both pieces. 
Instrumentation and Tonal Plan 
The instrumentation of Brahms,s serenades illustrates not only their connection with 
the Classical tradition, but also their departure from it. The Second Serenade was written for 
an orchestra without violins. The prominence of the wind instruments, as observed by 
Musgrave, approaches the style of Mozartean serenade严 As discussed earlier in this 
chapter, this serenade could be a response to Clara Schumann's dismissive comments about 
the monotonous sound of the Wind Serenade by Mozart (K. 361). The resulting serenade by 
1 � Musgrave, The Music of Brahms, 126. 
Webster, "Schubert 's Sonata Form (11),，，60. 
102 Musgrave, "Serenades," 43. 
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Brahms contains the same number of thirteen parts as Mozart ' s K. 361, but has a different 
instrumentation.103 T h e mus ic is me l low in quali ty and the wind ins t ruments a lways take the 
leading role. In the Finale, Brahms adds a piccolo to create a celebratory atmosphere which 
al ludes to the ou tdoor set t ing of the Classical serenades.…4 It should be noted that the string 
section used by Brahms in this work consists of violas, cellos, and double basses, rather than 
one double bass as in Mozart ' s K. 361. Tovey points out that Brahms 's introduction of lower 
strings releases the wind instruments from the burden of providing support for themselves. 
Musgrave, on the other hand, thinks that the ten wind instruments are self-sufficient enough 
to form an ensemble; but the violas and cellos also provide contrast and counterpoint for the 
winds by restating the themes. 
The D-Major precursor was not initially written for a full orchestra. The lightly-scored 
Menuetto I & II, however, may give us some insight about Brahms's early thoughts. 
Musgrave comments that the device of two clarinets playing in sixths over an articulated 
pedal in the bassoon is idiomatic of and follows the Classical convention.⑴？ The horn 
writing also manifests Brahms's homage to the tradition. For instance, traces of Haydn, 
Mozart, and Beethoven can be found in the hunting theme at the beginning of the work, as 
well as the themes introducing the second Scherzo and its Trio.'^^ Although the work is 
The instrumentation of Brahms's A-Major Serenade is 2 flutes, 2 oboes, 2 clarinets, 2 
bassoons, 2 horns, violas, cellos, and double basses. The 13 parts of Mozart's B-flat Serenade, K. 361 
are: 2 oboes, 2 clarinets, 2 bassoons, 2 basset horns, 4 horns, and double bass. 
104 Musgrave, "Serenades," 43. 
丨05 Tovey, Essays in Musical Analysis, 1:133. 
�06 Musgrave, "Serenades," 43. 
1G7 Ibid., 42. 
• 丨 bid. 
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written for a full orchestra in its final version, the leading themes are always given to the 
flute, clarinets, horn, and bassoon. That means the role of the wind instruments as in the 
Classical serenades, particularly the wind serenades, remained about the same in this work. 
The only difference is that Brahms employed an orchestra with a size that was conventional 
in his time. 
It is interesting to note that the First Serenade of Brahms is in D major, the key of 
Mozart 's six Salzburg serenades. However, it seems that Brahms made little reference to the 
earlier serenades in terms of the overall tonal plan - the tonal language is of his time. He 
used tonic minor in the first Scherzo of the D-Major Serenade and in the Adagio of the 
A-Major Serenade. Of course, the use of tonic minor was not new in the nineteenth century. 
What is new is its use in the serenade. In fact, before Brahms, it was less frequent to see a 
serenade movement with a minor tonality. Brahms's favorite mediant relation is also found 
in these two serenades. The Adagio movement of the D-major Serenade is in B-flat major, 
the flattened submediant; and the Scherzo of the next serenade is in C major, flattened 
mediant of the A-major tonic. 
Brahms's design of the two serenades provides a good illustration of the relationship 
between composer and genre. The loose meaning of the serenade before the mid-nineteenth 
century allows the composer to choose freely the elements for his own works. Here, Brahms 
selected the structural outline, the characteristic movements (march and minuet), and the 
instrumentation of the Classical serenade as the ingredients. On the other hand, he varied the 
102 
use of these elements and injected new ideas, such as expanding the structural design and 
instrumentation, using march-like themes instead of writing a march movement, having 
irregular phrasing and unconventional time signature for the minuets, as well as introducing 
the scherzo as an alternative to the minuet. If the model of a web is used to explain the 
development of the serenade as a genre, what Brahms did was to expand the web by weaving 
new fibers into it. 
Early Reception 
As discussed in Chapter 1, a generic title is a medium through which a composer's idea 
is delivered to his/her audience. Our focus in this section is to see if the audience at that time 
could understand Brahms's interpretation of the serenade. First, we shall trace how audience 
expectations of this musical genre were formed. The reviews of the early performances of 
the two works will then inform us about how the audience interpreted Brahms's serenades. 
Finally, the increasing number of performances after 1860 will attest to Brahms's success in 
reviving the genre. 
Before the debut of the two serenades of Brahms, works carrying this generic title 
seldom appeared in public within German-speaking areas. During the decade from 1834 to 
1844, Neue Zeitschrift fur Musik issued seven concert reviews of serenades by various 
composers.�的 The reviews in Allgemeine Wiener Musik-Zeitung also suggest that very few 
Annette Vosteen, ed., Neue Zeitschrift fur Musik, J834-J844, Repertoire international de la 
presse musicale (Baltimore, MD: NISC, 2001), 940. 
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serenades were performed in the 1 8 4 0 s . A n o t h e r journal published in Vienna, 
Monatschrift fur Theater und Musik, never covered works with this title in the second half of 
the 1850s. '" Among the few serenades performed before Brahms,s，both of the serenades 
by Mendelssohn (discussed in Chapter 3) and Ignaz Moscheles (1794-1 870) appeared twice 
in the above-mentioned journals. Other serenades being reviewed in these journals were 
written by many composers unknown nowadays. This illustrates the limited exposure of the 
general audience to this musical genre, although this could also mean that serenade at that 
time was semi-private in nature. 
Critiques in journals reveal that the two serenades by Brahms were received differently 
in their early performances. The premiere of the A-Major Serenade, as described in both 
j j 
Hamburger Nachrichten and Deutsche Musik-Zeitung, was a great success. 一 The 
comments there may reflect the perception of the work as a serenade by the general audience. 
In Hamburger Nachrichten, the concepts of the serenade and the nocturne were compared: 
‘‘by his 'serenade' one must not imagine mere nocturnes, but rather whole scenes with 
changing moods, . . .，’“）The correspondent of Deutsche Musik-Zeitung, on the other hand, 
measured this work against Mozart's model and described that it is "in der Form an die 
no James Andrew Deaville, ed, Allgemeine Wiener Miisik-Zeitung, 1841-1848, Repertoire 
international de la presse musicale (Ann Arbor, MI: U. M. I., 1990), 1198. 
in Beverly J.Sing and others, eds., Monatschrift fiir Theater unci Musik, 1855-1865, Repertoire 
international de la presse musicale (Ann Arbor, MI: U. M. I., 1993), 911. 
"Correspondenzen - Hamburg," Deutsche Musik-Zeitung 9 (25 February 1860): 71. 
Hamburger Nachrichten 37 (13 February 1860), quoted in Michael Musgrave, ed., The Cambridge 
Companion to Brahms (Cambridge: Cambridge University Press, 1999), 27. 
�丨b i d . 
Mozart'schen Serenaden,，'" (in the form close to the Mozartian serenades). In a review of a 
later performance of the work in Vienna, the critic also observed the pleasantness of the work 
and its association with the performance setting of the Classical serenades in an open area: 
“it [the A-Major Serenade] is, in a word, the most lovely garden music, that, for example, 
must be performed for a beautiful effect on a calm moonlit night in the open air.""^ 
The fate of the D-Major Serenade, on the contrary, was unclear. There were two 
extreme responses to this work among the public. On 31 May 1862, Deutsche Musik-Zeitung 
noted a well-received performance of the work in Oldenburg: "rip es das Publikum zu immer 
gesteigertem Beifall hin"'"" (it seizes the perennially increased applause from the audience). 
Yet, the reviewer observed the coldness of the Viennese towards the work in a later 
performance: "wie das Adagio, das zweite Scherzo und das Finale weniger Beifall fan den, so 
dap das Werk im Ganzen . . . (like the Adagio, the second Scherzo and the Finale attract 
less applause, so does the entire work . . . )• 
The diversity of the reception is probably due to the different perspectives from which 
the work was viewed. Eduard Hanslick (1825-1904), a famous Austrian critic, pronounced in 
Die Presse that the work is "the most charming of modern orchestral compositions,""^ and 
"[t]he instrumental coloring and the grace of the melody give it the characteristic of night 
‘14 "Correspondenzen - Hamburg,” 71. 
115 "sie ist mit einem Worte die lieblichste Gartenmusik, die z. B. in einer ruhigen Mondnacht im 
Freien aufgefuhrt, von schonster Wirkung sein musste." “Berichte’” Allgemeine Musikalische Zeitiing 
21 (20 May 1863): 374. Morris, “The Wellsprings of Neo-classicism," 119. 
"Correspondenzen - Oldenburg," Deutsche Musik-Zeitimg 22 (3 1 May 1862): 175. 
117 Selmar Bagge, “Locales，” Deutsche Musik-Zeitung 50 (13 December 1862): 398. 
H8 May, Life of Johannes Brahms, 2:336. 
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music, and it is full of moonlight and the scent of lilac.”丨…He later wrote in Wiener 
Musik-Zeitung that “[Brahms's] A major Serenade is the younger, tender sister of the one in 
D lately produced by the Gesellschaft and is conceived in the same peaceful, dreamy garden 
mood.，,i2G This remark, which suggests that both serenades carry the mood associated with 
night and open-air, probably Justifies the acceptance of the D-Major affiliate of the pair in 
Oldenburg as mentioned above. Here, what the audience observed is very likely to be the 
mood that was brought about by the music, and the work met their expectation of the 
serenade as night music at least to some degree. 
Then, for those who responded negatively, what were they dissatisfied with? It could 
possibly be the form and design. Selmar Bagge (1823-1896), the editor of Deutsche 
Musik-Zeitung, attributed the poor reception of the work in Vienna to its extensiveness: “find 
manche SMze fur ihren Inhalt zu lang gerathen"'"' (for the contents of some movements are 
thought to be too long). Another review of its performance in Cologne also took a similar 
view: "The serenade was criticised as being too lengthy and its themes as too 'naive' for his 
elaborate treatment of thern."'^" 
The evaluation of the two serenades in the concert reviews perhaps explain what the 
general audience expected to find in a serenade 一 the pleasant mood associated with night 
and the concision of the music comparable to Mozart's serenades. Since the A-Major 
Serenade fulfilled both criteria, its success at the outset was undoubted. The D-Major 
丨丨9 Ibid. 
12a Ibid., 341. 
� Bagge, "Locales," 398. 
122 May, Life of Johannes Brahms, 2:369. The date of the review is 12 December 1865. 
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counterpart, which only met the expectation partially, therefore received little reward. 
It is interesting to note that in the two decades following 1860, a total of 62 serenades 
by many different composers were reviewed in Deutsche Musik-Zeitung and Allgemeine 
Musikalische Zeitung}^^ One might think that Brahms's serenades raised immediate 
interests in this musical genre. In fact, it is not until 1 866 when we find a serenade other than 
those by Brahms reviewed in Allgemeine Musikalische Zeitung, and it is Mozart's Serenade 
in B-flat, K. 361. After that, performances of the serenades of Mozart, Haydn, and 
Beethoven on the public stage were more frequently recorded. Although the effect of 
Brahms's endeavor was slow, his serenades gradually succeeded in prompting his 
contemporaries to attempt this neglected Classical genre. Volkmann, Fuchs, Dvorak are just 
a few of the many late nineteenth-century composers who followed him, and some of their 
serenades will be discussed in the next chapter. 
Our focus in this chapter is the pair of serenades completed by Brahms in 1860. Their 
compositional process informs us that Brahms's initial conception was to write something 
similar to the style of Mozart's serenades. Yet, the final form of the two serenades possesses 
dual qualities: Classical and Romantic. This can be demonstrated by their formal structure, 
instrumentation, and tonal scheme. The great number of allusions to his predecessors shows 
123 Beverly J. Sing, ed., Deutsche Musik-Zeitung, 1860-1862, Repertoire international de la 
presse musicale (Ann Arbor, MI: U. M. I., 1994), 122-23. Karl Kugle, ed., Allgemeine musikalische 
Zeitung, 1863-1882, Repertoire international de la presse musicale (Ann Arbor, MI: U. M. I., 1995), 
2037. 
107 
Brahms's enthusiasm for history. It is therefore possible to interpret his choice of this 
musical genre as a way to render homage to classicism. The genre may also mean more than 
mere musical entertainment to Brahms. The performance of the serenades in the court of 
Detmold can be seen as a means through which Brahms pleased his patron. The dedication of 
the Second Serenade to his friends also shows that Brahms considered the work as a musical 
offering. The difference in the early reception of the two works may exemplify that there was 
a gap between Brahms's interpretation and the audience's understanding of the genre, and 
thus only one of the serenades met with immediate audience approval at that time. No matter 
whether it was a conscious act or not, through these two compositions, Brahms gradually 
raised the interest both in the performance of earlier serenades and the writing of serenades 
among his contemporaries. 
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Chapter 5 Serenades in the Late Nineteenth Century 
The discussion in Chapters 2 and 3 illustrates the instability of the serenade as a 
musical genre over the three centuries following its inception. In fact, such diversity did not 
diminish but persisted (or even intensified) in the second half of the nineteenth century. The 
instrumentation of serenades in this period ranges from solo piano, chamber ensemble, to 
string orchestra and full orchestra; and the structural design also varies from a single 
movement to six movements. Yet, Brahms appears to have exercised some influence in 
unifying the concept of this genre, since compositions carrying this generic designation after 
his serenades are predominately orchestral.' The best-known serenades in this period would 
be the string serenades by Dvorak and Tchaikovsky," and their popularity reveals the 
prevalence of this performing force among the serenades written at that time. 
This chapter will concentrate on the large number of orchestral serenades in the late 
nineteenth century. Although some variation in the use of the orchestra and the overall 
structure exists, it is still possible to generalize about the genre among these late 
nineteenth-century serenade composers. The second part of the chapter will briefly introduce 
‘ A l l a n Scott Morris, "The Wellsprings of Neo-classicism in Music: The Nineteenth-century 
Suite and Serenade," (PhD diss., University of Toronto, 1998), 255-56. Thomas Schipperges, 
Serenaden zwischen Beethoven imd Reger: Beitrdge zur Geschichte der Gat lung (Frankfurt: Verlag 
Peter Lang, 1989), 291-92, 304-305. Hubert Unverricht and Cliff Eisen, "Serenade," in Grove Music 
Online, ed. L. Macy (Oxford: Oxford University Press, 2007), http://www.grovemusic.com (accessed 
17 January 2007). 
2 Morris, "The Wellsprings of Neo-classicism," 214. Schipperges, Serenaden zwischen 
Beethoven und Reger, 284. 
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orchestral serenades in single movement, as well as serenades not written for orchestra. 
These works may seem disjoined from the mainstream serenades of the period, but a closer 
examination will show their association with earlier traditions. In this sense, the various 
compositions bearing this generic title are actually connected to each other at least to some 
degree. 
Serenades for Orchestra 
In their dissertations, both Morris and Schipperges enumerate the orchestral serenades 
written in the late nineteenth century."^ Their lists suggest that there are two major 
performing forces among these serenades: full orchestra and string orchestra. It is interesting 
to note that serenades for string orchestra outnumber their counterpart for full orchestra; and 
the former type is usually perceived as the one prevailing, probably because of the works 
written by the better-known composers of this period (such as Dvorak, Tchaikovsky, and 
Elgar). Instrumentation perhaps is the only common factor which links these serenades 
together - their formal layouts are indeed highly diversified. 
Despite the fact that most of the serenades for full orchestra remain unfamiliar today, 
they still deserve a paragraph or two of their own. According to Morris, only two composers, 
Ignaz Brull (1846-1907, Austrian) and Leo Grill (1846-1907?, Hungarian), followed in the 
3 Morris, "The Wellsprings of Neo-classicism," 255-56. Schipperges, Serenaden zwischen 
Beethoven und Reger, 291-92, 304-305. Appendix to this thesis contains list of late nineteenth-century 
serenades from both Morris and Schipperges, as well as those found by myself. 
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footsteps of Brahms and attempted to write orchestral serenades in the 1860s.4 Brull wrote 
three orchestral serenades and his first work in this genre (op. 29) was completed in 1864. 
Grill 's Serenade, op. 3, was written in 1867 and is one of his two orchestral compositions. 
Both serenades witness the influence of Brahms in regard to the instrumentation and the 
general structural outline. The orchestration of Grill's op. 29 is exactly the same as Brahms's 
op. 11 while Briill used only two horns in his First Serenade, instead of four as in Brahms's 
op. 11. The number of movements in their works possibly refers to Brahms's: BriiU's op. 29 
and Grill 's op. 3 consist of six and five movements respectively. However, the First Serenade 
of Briill is the only orchestral serenade which essentially adopts Brahms's model. It begins 
with a sonata movement and rounds off with a rondo, and contains a scherzo, as well as a 
slow middle movement.5 His instrumentation also recalls Brahms's serenades, especially the 
clarinets playing in thirds or sixths and the frequent use of drone bass.6 
The orchestral serenades after Grill's display many dissimilarities. One can find a 
serenade in three, four, five, or six movements, although it may be more common to see one 
in four movements.? There is some popularity in the use of march, especially in the outer 
movements. Morris proposes its association with the late eighteenth-century orchestral 
4 Morris, "The Wellsprings of Neo-classicism," 146-51. 
5 Ibid., 147-48. The six movements are: Allegro - Intermezzo - Scherzo - Andante ma non 
troppo 一 Intermezzo - Finale. Morris suggests that the two Intermezzos in ternary form refer to the 
two Scherzos of Brahms's First Serenade, which are also in ternary form. 
6 Ibid., 147. Schipperges, Serenaden zwischen Beethoven unci Reger, 312-13. 
7 Morris, "The Wellsprings of Neo-classicism," 211-13. 
serenade tradition. As discussed in Chapter 2, Mozart 's Salzburg serenades are coupled 
with march movements, which serve as both processional and recessional. Sonata form is 
often used as the opening movement of these serenades, and ternary form became a favorite 
design for the other movements. 
The prevalence of serenades for string orchestra in the late nineteenth century shows 
that Brahms may still exercise some influence on the writing of the serenade for a large 
performing force. One possible reason for the predominance of string orchestra is a general 
perception of the literal meaning of serenade as night music: the lyricism of string 
instruments is consistent with the idea of peacefulness of the night. Volkmann is perhaps the 
first composer who introduced the use of string orchestra in the s e r e n a d e . � I n the ensuing 
paragraphs, his three string serenades and his contribution to the development of the genre 
will be discussed in some detail. It will be followed by a study of the string serenades written 
by four composers whose serenades are more familiar to us nowadays: Dvorak, Tchaikovsky, 
Suk, and El gar. The similarities and differences in the form and design of these works and 
their association with Brahms's serenades will inform us whether these composers possessed 
a unified conception of this musical genre. 
8 Ibid., 149-50. 
9 Ibid., 151. 
Vol km arm and His String Serenades 
Robert Volkmann (1815-1883) was a German composer who spent most of his life in 
Budapest. He was acquainted with Mendelssohn and Schumann in his early years. The two 
composers had considerable influence on the development of his musical style. Volkmann's 
output is not huge, but he attempted almost all prevailing genres of his time (although his 
attempts at oratorio and opera were left unfinished). His instrumental works are generally 
more significant than his vocal music. His major instrumental compositions include six 
string quartets, two piano trios, two symphonies, four overtures, a cello concerto, and three 
serenades. 
Volkmann had been a friend of Brahms since mid-1860s and he may have been 
acquainted with Brahms's se renades .� However, it cannot be ascertained whether Volkmann 
was inspired by those two works when he wrote his own. Unlike many of the late 
nineteenth-century composers who worked on the genre in their youth, Volkmann conceived 
of writing a serenade in his fifties, and that is after the completion of his two symphonies. In 
a letter dated 31 July 1869 to his publisher, the composer expressed his conception of the 
serenade: "I hope that this genre, which is something new (though not in name), and is my 
invention, will be considered a welcome one, and 1 plan to compose more works of the same 
kind."" 
10 Siu Chun Jenny Wong, “Robert Volkmann's Piano Trios, op. 3 (1842-1843) and op. 5 (1850): 
A Study of Sources and Style," (Master's thesis, The University of Hong Kong, 2002), 12. 
” " I c h hoffe, dap dieser Genre, wie er (wenn auch nicht dem Namen nach) als etwas Neues 
His First Serenade in C Major, op. 62, was completed in 1869. This work, which 
contains five movements separated only by thin double bar lines, is played continuously 
without breaks. All of its five movements are written in ternary form and are indeed quite 
short when compared with those from Brahms,s serenades.'^ The opening march is repeated 
at the end of the piece, and the remaining three movements are in the order of slow — fast — 
slow. Again, the use of march in the outer movements may indicate a reference to the 
serenades of the late eighteenth century. Although the three middle movements were not 
given any dance titles, their dance-like qualities were identified in an early review of the 
work. 13 The dotted rhythmic pattern of the first movement can also be traced back to the 
French overture in the Baroque suite tradition, and Volkmann may once have considered the 
serenade as a genre having the same qualities as a suite. 
According to Schipperges, Volkmann's conception of a new genre is consolidated in his 
auftritt und meine Erfindung ist, ein sehr dankbarer genannt werden wird, und habe ich im Plane, 
mehrere dergleichen Werke zu verfassen." Christoph Schluren, preface to Serenades for String 
Orchestra, by Robert Volkmann, trans. Bradford Robinson (Munich: MPH Musikproduktion Hoflich, 
2003), n.p. Hans Volkmann, ed.’ Briefe von Robert Volkmann (Leipzig: Breitkopf & Hartel, 1917), 315, 
quoted in Morris, "The Wellsprings of Neo-classicism," 154. 
12 The number of measures in each of the five movements is: I - 32 measures, II - 24 measures 
or 40 measures (with repeat), III - 203 measures, IV - 54 measures or 90 measures (with repeat), V -
33 measures. 
13 A. Maczewski, "Recensionen," Musikalisches Wochenblatt 1 (1870): 294, quoted in Morris, 
"The Wellsprings of Neo-classicism," 155. 
14 Schipperges, Serenaden zwischen Beethoven und Reger, 243. 
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Second Serenade, and its four-movement structure resembles the sonata cycle ." The Second 
Serenade in D Major, op. 63, was completed in the same year as the first. The two 
compositions adopt a similar structural design, especially the employment of march in the 
closing movement. The outer movements of this serenade are also in three-part form, yet all 
movements are more extended in scale than those of the earlier C-Major Serenade. As 
discussed in the previous chapter, there is a gradual phasing out of the traditional minuet 
from Brahms's First Serenade to a minuet-like movement in his Second Serenade. 
Volkmann's treatment of dance movement seems to follow this trend. In the third movement 
he introduced a waltz, the most popular dance of the nineteenth century, in place of the 
old-fashioned minuet that had been used in eighteenth-century serenades. In this sense, 
Volkmann may have responded, whether consciously or unconsciously, to Brahms's 
invitation to reform the genre. 
The structure of the Third Serenade in D Minor, op. 69 (1870), is also derived from that 
of the First Serenade. Here, the composer abandoned the use of any march or dance 
movements, and this shows a change in his conception of the serenade from a genre that is 
similar to the Baroque suite to a genre with its own, new character. A distinctive structural 
feature of this work is that a transition is played by the solo cello at the end of each 
movement. Those concluding the first and the third movements possess some virtuosic 
qualities and appear to be brief cadenzas. Volkmann,s employment of soloistic passage had 
been foreshadowed in his First Serenade where he wrote a short passage for the solo violin at 
15 Thomas Schipperges, "The Serenade as a Musical Genre in the 19th Century," Miscellanea 
Musicologica (Australia), Adelaide Studies in Miisicology 16 (1989): 198. 
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Example 5.2 Volkmann, Serenade in D Minor, op. 69, mm. 271-278 
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J: • . / J ] 
Cello 
- -
•—V -0- Violin n 
f f 
16 Unverricht and Eisen, "Serenade," in Grove Music Online. 
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the end of the second movement. These concerto-like passages possibly associate 
Volkmann's serenades with the many examples by his predecessors such as Michael Haydn, 
and Leopold and Wolfgang M o z a r t . Y e t , the solo cello in this serenade is given a more 
prominent role; it is not only featured as a solo instrument as in a concerto but also serves a 
structural function in bridging the movements. In fact, Volkmann's conception of bringing 
the four movements into closer unity is further manifested by the use of cyclic procedure. 
This involves the reappearance of two motives from the opening movement: the motive 
played by the solo cello in mm. 1-2 returns at the end of the work (mm. 301-307, 
Example 5.1), and a rearrangement of the music in mm. 46-53 also appears at the beginning 
of the final movement (mm. 271-278, Example 5.2). 
Example 5.1 Volkmann, Serenade in D Minor, op. 69, mm. 301-307 
Larghetto non troppo 
Cello Solo 42. Tutti Solo 
g i 
From the three serenades of Vol km an n, we recognize that the composer was well aware 
of the eighteenth-century serenades and possibly those of Brahms. The instrumentation, 
structural plan, introduction of a waltz movement, and the use of cyclic procedure generate 
important propulsive forces for the development of the genre in the late nineteenth century. 
As we shall see in the next section, traits of Volkmann's string serenades can also be found in 
some later compositions, showing that the composer might have exercised some influence on 
his c o n t e m p o r a r i e s and f o l l o w e r s . � T h e initial p r e d o m i n a n c e of the s t r ing se renade in the 
late nineteenth century, therefore, can reasonably be attributed to the effort of Volkmann. 
Except for the difference in orchestration, it is almost impossible to distinguish the 
string serenades and the serenades for full orchestra in terms of their form and design. The 
general description of the latter, as discussed previously in this chapter, can also be applied 
to the former. However, it is interesting to note that the waltz became more common among 
the string serenades but not in their full orchestral counterparts, which is possibly the 
contribution of Volkmann. The majority of the string serenades after Volkmann's were 
written by many little-known composers, such as Robert Fuchs (1 847-1927, Austrian) and 
Heinrich Gotze (1836-1887, German). Most of these composers wrote only one serenade, 
and the limited information about their lives and works results in the difficulty of 
understanding their concepts of the genre. Among these unfamiliar serenades, there are a few 
compositions written by some composers who are better known today: Dvorak, Tchaikovsky, 
口 Rey M. Longyear, Nineteenth-century Romanticism in Music (Englewood Cliffs, NJ: 
Prentice-Hall, 1969), 131. 
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Suk, and El gar. 
String Serenades of Dvorak, Tchaikovsky, Suk, and Elgar 
Dvorak's Serenade for Strings in E Major, op. 22, which is probably one of the 
best-known serenades for string orchestra, actually became popular only after the composer 
gained international fame.'8 The work was completed in 1875, when Dvorak was working as 
the organist at the church of St. Vojtech in Prague.'9 It seems that the composer wrote this 
serenade effortlessly - as it only took him twelve days (3-14 May 1875) to finish the piece. 
In each of the five years from 1874, Dvorak applied for the Austrian State Stipend ium, and 
the serenade is one of the compositions he submitted with his application in 1877."' The 
Austrian State Stipendium was an award given to young, poor, and talented artists within the 
Austrian Empire, serving as a means of financial support for them. The application in this 
year was critical to the young composer. He received not only a stipend of 600 guilden 
(which was over four times of his annual income from the church), but he also gained a close 
friendship from Brahms, who was by that time one of the jury members and who became an 
18 Schipperges, Serenaden zwischen Beethoven imd Reger, 284. 
Klaus Doge, "Dvorak, Antom'n," in Grove Music Online. 
Schipperges, Serenaden zwischen Beethoven imd Reger, 284. Otakar Sourek, The Orchestral 
Works of Ant on in Dvorak, trans. Roberta Finlayson Samsour (Westport, CT: Greenwood Press, 1970), 
186. 
Doge, "Dvorak, Antonin,，’ in Grove Music Online. 
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important advocate of Dvorak's music.^^ 
T h e s e r e n a d e con t a in s f ive m o v e m e n t s and they are fo r the mos t part in te rnary fo rm. 
The second movement is marked Tempo di Valse and it is followed by a Scherzo (third 
movement), and these indicate the association of this work with the serenades by Volkmann 
and Brahms respectively. It should also be noted that themes from the first and fourth 
movements were recalled in the Finale: the music played by the cello in mm. 1 58-165 is an 
augmented form of the first theme from the slow movement (mm. 1-4), while the opening of 
the serenade returns at the very end of the whole piece (mm. 343-357).24 Such a cyclic 
treatment of thematic materials is one of Dvorak's favorite devices. It was first used by the 
composer in his Fourth Symphony (1874) and then throughout the rest of his career."^ 
Tchaikovsky's Serenade for Strings in C Major, op. 48 (1880) was completed between 
his fourth and fifth symphonies (1878 and 1888) and after the first of his four orchestral 
suites (1879-1887). At the initial stage of the composition, Tchaikovsky had hovered 
between a symphony and a string quartet.'^ Yet, his letter on 10 October 1880 to Nadezhda 
22 Ibid. Gervase Hughes, Dvorak: His Life & Music (London: Cassell, 1967), 57-58. 
23 Sourek, Orchestral Works of Anton in Dvorak, 186. 
24 Ibid., 190-91. 
25 Michael Beckerman, "Dvorak," in The Nineteenth-century Symphony, ed. D. Kern Holoman 
(New York: Schirmer Books, 1997), 279. Beckerman also noted the use of cyclic procedure in the 
following works: Fifth Symphony (1875), Serenade for Wind Instruments, op. 44 (1878), the New 
World Symphony (1893), and Suite for Piano in A Major (1894). 
26 Ralph W. Wood, "Miscellaneous Orchestral Works," in The Music of Tchaikovsky, ed. Gerald 
Abraham (New York: W. W. Norton, 1974), 97. 
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von Meek shows that the writing process was indeed quite smooth: “My muse has been so 
kind that in a short time I have got through two long works: a big festival overture for the 
Exhibition [1812 Overture], and a serenade for string orchestra in four movements.""^ This 
work was later dedicated to a friend of Tchaikovsky, Konstantin Karlowitsch Albrecht, who 
was then the inspector of the Moscow Conservatoire where Tchaikovsky taught music 
theory." It appears that the composer may have had some knowledge of the serenade 
tradition. In 1872, he wrote a serenade specifically for the name day of Nikolay Rubinstein 
(to be discussed later in this chapter), and this earlier serenade reveals that he was in fact 
well aware of the function of the Classical serenade beforehand. Besides, the two 
dance-related movements could further indicate an affiliation of this string serenade with its 
predecessors: the second movement is entitled Walzer while the first subject of the Finale 
(mm. 44-51) is march-like in quality, and the title of the movement, Tern a Russo, may 
suggest its Russian flavour. What seems to be surprising is that the opening theme of the first 
movement returns at the end of the Finale (mm. 386-413), in a manner very similar to 
Dvorak's design (mentioned a b o v e ) . A s we shall see in the next two examples, cyclic 
procedure was employed in both of the string serenades by Suk and Elgar. 
Josef Suk (1874-1935, Czech) is known as the student and son-in-law of Dvorak. He 
gained success as a composer in his youth, and his Serenade for Strings in E-flat, op. 6 (1892) 
27 丨bid. 
28 Max Linger, foreword to Serenade for String Orchestra in C Major, op. 48, by Peter 1. 
Tchaikovsky (London: Ernst Eulenburg, 1926), n.p. 
29 The opening theme returns right before the final statement of the first theme of the Finale in 
both works. 
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is probably one of his best-known pieces； ®^ The work was completed after he finished the 
study of composition with Dvorak at the Prague Conservatory when he was only 1 8. This 
serenade lies between his earliest chamber compositions, such as the Piano Trio in C Minor, 
op. 2 (1889/91) and the Piano Quartet in A Minor, op. 1 (1891), and the larger symphonic 
cycle of Asrael (1906), Pohadka leta (A Summer ,s Tale, 1909), Zrani {Ripening, 1917), and 
Epilog [\929). Schipperges suggests that this serenade possesses a special position since it 
traces the progression of the composer towards large-scale genres."^' 
Suk was regarded as Dvorak's ‘‘natural,’ successor,"^" and this serenade demonstrates 
their connection in two ways. Firstly, the quaver accompaniment played by the second violin 
and the viola at the beginning of the work is suggestive of the same gesture in Dvorak's 
string serenade. Secondly, in addition to the recurrence of the opening theme at the end of 
the Finale (mm. 241-248), fragments of this opening theme also emerge in the second 
movement (mm. 164-169, 283-291). This serenade is laid out in four separate, abstract 
movements: Andante con moto - Allegro ma non troppo e grazioso 一 Adagio - Allegro 
giocoso, ma non troppo presto, and they mark a substantial change in the concept of the 
serenade, which was subsequently released from the dance. 
The Serenade for String Orchestra in E Minor, op. 20 (1892) is an early work of 
Edward Elgar (1857-1934). It is often believed that this work is based on an earlier set, Three 
30 John Tyrrell, "Suk, Josef (i)," in Grove Music Online. 
31 Schipperges, Serenaden zwischen Beethoven unci Reger, 295. 
Tyrrell, "Suk, Josef (i),” in Grove Music Online. 
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Sketches for strings, written by the composer and first performed in 1 888 ." Unfortunately, 
the manuscript of the earlier piece was lost, and it is thus impossible to verify the connection 
between the two compositions.^^ The serenade was dedicated to W. H. Whinfield,^^ but his 
identity has not been discussed by any biographers of Elgar. Moore proposes that El gar 
acknowledged his wife, Alice, by writing a note on the manuscript of the piano duet 
arrangement of the serenade: ‘‘Braut helped a great deal to make these little tunes.,，36 Some 
scholars interpret this jotting further and suggest this serenade is essentially a musical 
offering to Alice/” However, it should be noted that the composer wrote many similar 
remarks on his manuscripts,^^ and it would be inappropriate to read more into his note than 
mere gratitude. 
This serenade is cast in three short movements: Allegro piacevole - Larghetto — 
Allegretto. Grimley considers the work "a single musical span,"'^^ because musical materials 
Michael Kennedy, Portrait of Elgar, 3rd ed. (Oxford: Clarendon Press, 1993), 340. Jerrold 
Northrop Moore, Edward Elgar: A Creative Life (Oxford: Oxford University Press, 1984), 159. 
Daniel M. Grimley, “‘A Smiling with a Sigh，： The Chamber Music and works for Strings," in 
The Cambridge Companion to Elgar, ed. Daniel M. Grimley and Julian Rushton (Cambridge: 
Cambridge University Press, 2004), 120. 
35 Kennedy, Portrait of Elgar, 341. 
36 Moore, Edward Elgar, 160. 
37 Percy M. Young, Elgar, O. M.: A Study of a Musician (London: Book Club Edition, 1973), 290. 
Grimley, “‘A Smiling with a Sigh ' ," 123. Young suggests that the serenade is an offering to Alice on 
the third anniversary of their wedding. Grimley points out the allusion of the work to Wagner's 
Siegfried Idyll, which was considered by the composer as a birthday serenade for his wife, Cosima. 
38 Diana McVeagh, "Elgar, Sir Edward," in Grove Music Online. 
Grimley, " ' A Smi l ing with a Sigh'；' 121. 
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from the first movement (mm. 32ff.) reappear at the end of the Finale (mm. 37ff.). According 
to Melville-Mason, this is one of the two examples showing the influence of Dvorak on 
Elgar's op. 20. He also notices another parallel in the two slow movements, both taking the 
same melodic contour of tonic - leading tone - mediant at the opening measures."*^ In fact, 
Dvorak and his music had held a special position in Elgar's mind since mid-1880s, when 
El gar played under the former composer's baton at the Worcester and Birmingham 
festivals.^' 
Dvorak 's Wind Serenade in D Minor, op. 44 
Besides the many serenades written for full orchestra and string orchestra, Dvorak 
wrote a serenade for ten wind instruments, cello, and double bass in 1 878. The scoring of 
double woodwinds makes the piece appear like an orchestral more than a chamber serenade, 
as the latter type is usually written for single woodwinds (see Rossini's serenade in 
Chapter Doge rightly points out that Dvorak attempted here an orchestral genre that 
was less demanding and simply for pleasure and entertainment, and the composer actually 
finished the writing in 15 days (4-18 January 1878).''"^ This composition was dedicated to 
Louis Ehlert, who was quoted speaking enthusiastically about Dvorak in the Berlin 
Graham Melville-Mason, "Dvorak and Elgar,’’ in Rethinking Dvorak: Views from Five 
Countries, ed. David R. Beveridge (Oxford: Clarendon Press, 1996), 231. 
41 Ibid., 225. 
42 Schipperges, Serenaden zwischen Beethoven unci Reger, 320. 
43 Doge, "Dvorak, Antoni'n," in Grove Music Online. 
National-Zeitimg as well as personally to the composer 44 
In fact, the instrumentation of this serenade resembles that of Mozart's Serenade in 
B-flat Major, K. 361 and Brahms's Second Serenade.^^ It is written for two oboes, two 
clarinets, two bassoons, double basson (ad libitum), three horns, cello, and double bass, with 
the wind instruments taking the lead role and the strings providing harmonic support. Three 
of the four movements especially possess the features of the classical serenade. The first 
movement is a march, and the opening dotted rhythms and the scalic descent rushing toward 
the downbeats strongly recall the French overture of the Baroque era. The minuet (second 
movement) and the march-like introduction of the Finale are also traits of the 
eighteenth-century serenades that are absorbed into this composition. Here, Dvorak was 
particularly responsive to the Second Serenade of Brahms, as parallels can be found in the 
final movements of their serenades. They both begin with a rising fourth figuration 
(dominant - tonic) which alludes to the horn call. The long trill played by the clarinets on the 
dominant (in octave) at the end of Dvorak's serenade (mm. 357-360) is probably borrowed 
from the same gesture played by the piccolo in Brahms's op. 16 (mm. 273-275). In spite of 
the difference in instrumentation, this wind serenade shares the use of cyclic process, by 
bringing material of the first movement back to the end of the piece (mm. 272-293). 
After looking specifically at the serenades of Volkmann, Dvorak, Tchaikovsky, Suk, 
44 Ibid. Sourek, Orchestral Works of Ant omn Dvorak, 191. 
45 Schipperges, Serenaden zwischen Beethoven und Reger，320. 
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and El gar, it is clear that they have some similarities, yet a large number of differences in 
terms of idea and musical features also exist. In the next section, these resemblances will 
first be examined for evidence that these five composers, together with Brahms, possessed 
approximately the same conception of this musical genre. 
Serenade as a "Miniature" Symphony 
At first glance, the number of movements and the overall structural plan of these 
serenades fail to give us any suggestion that there was a unified conception of the genre 
among these composers. The number ranges from three separate movements in Elgar's 
String Serenade to five movements in the E-Major String Serenade by Dvorak. However, 
most of these serenades have a four-movement structure. The scale and form of individual 
movements, on the other hand, may give us some other clues. It is to be noted that in these 
serenades, all movements are less extensive in scale than Brahms's serenades. For instance, 
the second movement of Volkmann's op. 69 (Prestissimo - Andante affettuoso) has only 33 
measures. This example may be exceptional - most of the serenade movements are not as 
short as this - but it is certain that none of the composers in question would expect a 
serenade movement to be as lengthy as a symphony movement. 
Another feature that is common in these serenades is the popularity of ternary form. All 
movements in Volkmann's First Serenade and Dvorak's Wind Serenade are in ternary form, 
while almost all other serenades contain at least one or two movement(s) that is/are written 
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in ternary form. Here, the use of ternary form may reflect that these composers aimed at a 
structural design that requires less elaborate treatment of thematic materials. Of course, 
ternary form is not the only option for the composers. Tchaikovsky used the sonatina and 
sonata form in the outer movements of his serenade for strings. The Finale of Suk's serenade 
is also written in sonata form. However, one should take note of the scale of the sonata form 
applied here by the two composers: the length of the development section in both cases is 
only about half that of the exposition. 
Dance or dance-related movements can also be found in many late nineteenth-century 
orchestral serenades. Dvorak followed Brahms in the use of minuet in his Wind Serenade; 
but composers more commonly used waltz, a dance that prevailed in the nineteenth 
century.4() Some composers also included a march or march-1 ike movement in their 
serenades.47 As discussed in Chapter 2, the affinity between inarch and dance is 
long-standing and can be traced back to the seventeenth century. This association continued 
in the nineteenth century where livelier marches were even used to accompany dances. The 
reference to dance suggests that these composers might have associated serenade with suite. 
Yet, there was an increasing preference for the use of abstract movements in the serenade. An 
early instance occurs in Volkmann's op. 69. The outer movements of his First Serenade 
46 Waltz movement can be found in the following serenades: Volkmann's op. 63, Dvorak's op. 22, 
and Tchaikovsky's serenade for strings. 
47 March or march-like movement can be found in Volkmann's op. 62 and 63, as well as 
Dvorak's op. 44. The final movement of Tchaikovsky's serenade for strings is not marked explicitly as 
march, but the first subject, as suggested by Unger, is based on Russian national processional music. 
See Unger, foreword to Serenade for String Orchestra, n.p. 
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(op. 62) are marches; and a waltz and a march movement can be found in his next serenade 
(op. 63). However, in his last serenade, he abandoned the use of any dance or dance-related 
movements. This trend continued in later serenades, and those by Suk and Elgar no longer 
contain any dance movements. 
As discussed in previous chapters, the serenade is closely connected with the 
symphony in terms of structure. Mozart converted three of his serenades (K. 204, 250, and 
320) into symphonies (of the same Kochel number) by deleting some of the movements, 
while Brahms had once considered transforming his First Serenade into a syinphony.'^^ 
These might have reminded later composers of the relationship between the two musical 
genres. In fact, we can see traces of symphonic writing in these later orchestral serenades as 
well. Such associations can be illustrated by the use of cyclical method. It is a procedure in 
which composers deploy the same or derived thematic material in two or more movements 
of a composition.49 The application of cyclical treatment is foreshadowed in Brahms and 
followed by Volkmann in his opp. 62 and 69. In the serenades of Dvorak, Tchaikovsky, Suk, 
and Elgar discussed above, the musical materials from the first movement always recur in 
48 In a letter of December 1859, Brahms asked Joachim to send him the manuscript paper for 
converting his First Serenade into a symphony: "Das Papier brauche ich, urn nun doch schlieBlich die 
Ite Serenade in eine Sinfonie zu verwandeln. Ich sehe es ein, daB das Werk so eine Zwittergestalt, 
nichts Rechtes ist.,，(I need paper to convert the first Serenade into a symphony, at long last. I realize 
that this work is a sort of hybrid creature, neither this nor that.) Johannes Brahms, Briefwechsel, 4th ed. 
(Tutzing: Schneider, 1974)，5:227. Johannes Brahms, Johannes Brahms: Life and Letters, trans. Josef 
Eisinger and Styra Avins (Oxford: Oxford University Press, 1997), 209. 
49 Leon Stein, Structure & Style: The Study and Analysis of Musical Forms (Miami, FL: 
Summy-Birchard Inc., 1979), 153. 
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the finale. This can reflect, on one hand, the excessive popularity of cyclic procedure in the 
late nineteenth century. Yet, it can also illustrate the composers ' awareness of the connection 
between the serenade and the symphony. In the late nineteenth century, there were several 
major orchestral genres, such as symphony, serenade, symphonic poem, and orchestral suite. 
Although the latter two are definitely programmatic, the symphonic poem is usually laid out 
in single movement while the orchestral suite contains a random number and sequence of 
movements. These features show that they are less similar to the symphony. On the contrary, 
symphony and serenade are more connected in the sense that they share a similar formal 
outline and are not necessarily programmatic. Their common use of cyclical writing, 
therefore, reveals an even closer relationship between the two genres. 
The preference for a small orchestra, the use of smaller forms, the scarcity of motivic 
development, and the interest in cyclical method suggest a unified conception among these 
composers: they treated the serenade as a "miniature" s y m p h o n y . � � T h e id a was in fact 
mentioned by the German musicologist Hugo Leichtentritt (1874-195 1) in his Musikalische 
Formenlehre (1911): "At present one may call a serenade a symphony of somewhat lighter, 
more popular type. The movements of a serenade are shorter, but more numerous than the 
symphony movements."^' In this sense, we could see the reason why composers tended to 
Schipperges, Serenaden zwischen Beethoven unci Regei\ 299. Schipperges suggests the 
serenade in the late nineteenth as a kind of "sinfonietta," which could be interpreted as a small-scale 
orchestral work, or one with more modest aims, when compared with a symphony. See also, Nicholas 
Temperley, “Sinfonietta,” in Grove Music Online. 
51 Hugo Leichtentritt, Musical Form (Leipzig: n.p,’ 1911; repr., Cambridge: Harvard University 
Press, 1951), 173. 
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work on the genre in the earlier stages of their careers (Brahms, Suk, and Elgar), or why it 
required less effort if it was written later in their lives (Dvorak and Tchaikovsky). As 
discussed in Chapter 4, Brahms regarded writing a symphony after Beethoven as a great 
challenge. In fact, almost all composers faced similar problem towards the mid-nineteenth 
century, and as a result there was a substantial decline in the number of symphonies 
published in Germany during the period 1830-1859.^^ According to Bloom's The Anxiety of 
Influence, a creator is inescapable from the shadow of his/her predecessors. This is especially 
true for the symphony composers after Beethoven, since symphonies written after the master 
were always measured against his model. As a result, Romantic composers generally strove 
to e scape f r o m B e e t h o v e n ' s in f luence and pursued or iginal i ty in their c o m p o s i t i o n s , � I n 
light of the s t r enuous e f fo r t s required to wri te a symphony , it might have appeared easier for 
the c o m p o s e r s to try a genre that is less d e m a n d i n g and less we igh ty in scale. 
The late nineteenth-century serenade, therefore, seems to have been a good alternative 
to the symphony among the orchestral genres. In addition, attempting a genre that fell 
outside the mainstream would be advantageous, as it would not be necessary for the 
composers to commit themselves to the generic rules confining the genre. Rather, they could 
have greater flexibility to exercise their creativity and experiment with something new. 
Dvorak's exclusion of flutes and violins, instruments that usually take a prominent role in 
52 F. E. Kirby, "The Germanic Symphony of the Nineteenth Century: Genre, Form, 
Instrumentation, Expression," Journal of Musicological Research 14 (1995): 193-221. 
Dahlhaus discusses the challenges faced by many nineteenth-century symphony composers 
after Beethoven. See Carl Dahlhaus, Nineteenth-century Music, trans. J. Bradford Robinson (Berkeley: 
University of California Press, 1989), 152-160. 
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orchestral works, in his Wind Serenade (op. 44), is a good illustration. Some of the 
above-mentioned composers also explored the possibility of more remote tonal schemes in 
their serenades. Tchaikovsky's Serenade for Strings is in C major and its third movement is 
in D major, the major supertonic. Suk used the flattened mediant as the key of the third 
movement of his serenade, while Dvorak used the flattened second degree as the tonic in the 
Scherzo of his String Serenade. One might argue that the tonal plan in these examples still 
falls within the conventions of tonal music; even so, such cases in symphonies are relatively 
infrequent, at least among the composers discussed here (see Table 5.1). 
Table 5.1 Tonal plan of some late symphonies by Dvorak, Tchaikovsky, and Elgar 
Dvorak 
Symphony No. 6 (1882) D major (I) Bb major (bVl) D minor (i) D major (I) 
Symphony No. 7 (1885) D minor (i) F major (III) D minor (i) D minor (i) 
Symphony No. 8 (1892) G major (I) C major (IV) G minor (i) G major (1) 
Symphony No. 9 (1894) E minor (i) Db major (Vl/1) E major (I) E minor (i) 
( = C # major) 
Tchaikovsky 
Symphony No. 4 (1880) F minor (i) Bb minor (iv) F major (I) F major (I) 
Symphony No. 5 (1888) E minor (i) D major (IV/IV) A major (IV) E major (I) 
Symphony No. 6 (1894) B minor (i) D major (III) G major (VI) B minor (i) 
Elgar 
Symphony No. 2 (1911) Eb major (1) C minor (vi) C major (VI) Eb major (1) 
Other Serenades 
The heterogeneity of the orchestral serenades described previously in this chapter 
reveals only part of the whole picture of the genre in the 丨ate nineteenth century. Besides 
those multi-movement serenades written for the orchestra, there are also a number of works 
carrying the same generic title but exhibiting different musical qualities. Some of them are 
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single-movement orchestral compositions, while others were conceived for a smaller 
performing force such as chamber ensemble or solo piano (see Appendix). In the following 
sections, the musical features of these serenades will be discussed. As we shall see, some 
composers may actually refer to the works of their predecessors, if not to the orchestral 
serenades of their contemporaries. 
Single-movement Serenades for Orchestra 
Before the C - M a j o r Serenade written for string orchestra , Tcha ikovsky wrote two 
single-movement orchestral serenades: Serenade for Nikolay Rubinstein ’s Name day for Small 
Orchestra (1872) and Serenade melancolique, op. 26 (1875). The former is scored for flute, 
two clarinets, horn, t rumpet , and strings and was first pe r fo rmed at Rubins te in ' s home on 
18 December 1872.54 Nikolay Rubinstein (1835-1881) was the founder and director of the 
Moscow Conservatoire. He recruited the young Tchaikovsky as a theory teacher in 1865, and 
the two had become good f r iends since then. Tchaikovsky wrote many occasional pieces 
throughout his life but this is the only composi t ion of this type bear ing the generic title of 
serenade.55 Al though Tchaikovsky ' s idea of this serenade was borrowed f rom a 
late-eighteenth century model (as discussed in Chapter 2, Mozar t ' s K. 375 was written for 
the name day of a lady called Theresa), the piece displays no trace of its Classical 
54 David Brown, Tchaikovsky: A Biographical and Critical Study (London: Victor Gollancz, 
1978), 1:269. 
55 Roland John Wiley, "Tchaikovsky, Pyotr ll'yich," in Grove Music Online. 
predecessors in terms of its musical language. It has a two-part structure, begins with a 
gloomy melody first brought out by the viola and cello in A minor. In the next section, the 
theme is inodally shifted to A major and is played by the flute, clarinets, and violins, which 
leads the work to a joyful closure. 
The Serenade melancolique was written for violin and orchestra, and it was dated 
before Tchaikovsky's Violin Concerto (1878). Blom presumes that the former might have 
been an exercise or discarded sketch for the latter，Wiley also recognizes the resemblance 
of the serenade with the inner movements of larger works.^^ The predominance of the solo 
violin and a brief cadenza-like passage at the end of this work recall three earlier 
concerto-like serenades: Mendelssohn's Serenade and Allegro giojoso and the serenade from 
Berlioz's Harold en Italic (both discussed in Chapter 3), as well as Volkmann's Third 
Serenade. The work is written in ternary form and it was rearranged for violin and piano by 
the composer in 1876, a year after the completion of the original version. 
Similarly, El gar also wrote two serenades in addition to his serenade for strings, and 
both works were completed in 1 899. Serenade lyrique is written for double woodwinds, a 
pair of horns, timpani, and a string section with harp. Rushton identifies the slow-waltz 
qualities of the music with its origin scored for violin and piano.^^ Serenade tiicniresqiie is 
the second piece of the Three Characteristic Pieces, op. 10, for full orchestra. It is preceded 
56 Eric Blom, "Works for Solo Instrument and Orchestra,” in The Music of Tchaikovsky, ed. 
Gerald Abraham (New York: W. W. Norton, 1974), 70. 
57 Wiley, "Tchaikovsky, Pyotr Il'yich," in Grove Music Online. 
58 Julian Rushton, “In Search of the Symphony," in Cambridge Companion to Elgai\ 140. 
Serenades for Chamber Ensemble 
The Serenade in E-flat Major for Wind Instruments, op. 7, is one of the best 
remembered early works of Richard Strauss (1864-1949), as well as one which led him to his 
early success,® It was completed in 1881 when Strauss was only 17, and could be 
considered a mere school exercise of the young composer. By that time, his output consists 
mainly of lieder, piano pieces, and chamber music. This serenade, together with his first two 
symphonies, D minor (1880) and F minor (1884), therefore mark his growing interest in 
McVeagh, "Elgar, Sir Edward," in Grove Music Online. 
6° Bryan Gilliam, ‘‘Strauss, Richard,” in Grove Music Online. 
by a brisk Mazurka and followed by a Gavotte. This work is a revision of Elgar's earlier 
Suite in D Major (1882-1883).^'' The Moorish style as indicated by the title of the serenade 
refers to the emphasis of the augmented second interval and the syncopation pattern of 
accented second quaver beat followed by a semiquaver triplet in the first theme 
(Example 5.3). Here, dance becomes an important element connecting the serenades of the 
past with these two serenades by Elgar. 
Example 5.3 Elgar, Serenade mauresque, mm. 8-17 













orchestral music.''' The work is written in sonata form and is for 13 wind instruments 
including double woodwinds (flutes, oboes, clarinets, and bassoons), four horns, and a 
double bassoon. This performing force displays some orchestral quality that is reminiscent of 
the serenades of Mozart (K. 361) and Brahms (op. 16), which are also scored for 13 parts, 
and the simplicity and clarity of part writing reveal a possible affinity with the Classical 
idiom. 
In fact, the vogue for chamber serenade declined considerably in the late nineteenth 
century although Hugo Wolf 's (1860-1903) Italian Serenade for string quartet is another 
example. The piece was written during a short period (2-4 May) in 1 887, but not published 
until after the death of the composer (1903 by Lauterbach & Kuhn). Lloyd-Jones believes 
that it has not even been performed during the composer's lifetime.^^ In the decade since 
1892, Wolf was preoccupied by the rearrangement of the work for small orchestra and the 
expansion of the work into four movements.。； His legacy includes the small orchestral 
version of the serenade and the fragmented sketches of the succeeding three movements: 
second movement (Langsam, klagend, 1893), third movement (Scherzo: Presto, 1894), and 
Finale (Tarantella, 1897).^^ Sams and Youens postulate that Wolf was inspired by the novella 
Am dern Leben eines Taugenichts (Life of a Good-For-Nothing, 1 826) of the German poet 
and novelist Joseph Eichendorff( 1788-1857). The story is about a young musician who 
6丨丨bid. 
62 David Lloyd-Jones, foreword to Italian Serenade for Small Orchestra in G Major, by Hugo 
Wolf (London: Ernst Eulenburg, 1951)，i. 
63 Eric Sams and Susan Youens, "Wolf, Hugo," in Grove Music Online. 
64 Ibid. 
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leaves his home for adventures, and the central plot contains several scenes of a small 
orchestra playing a serenade at a castle in Italy.^^ The music begins with open fifths and 
repeated single pitches in quavers, as if the musicians were strumming their instruments and 
preparing themselves for the performance. This musical gesture remains throughout most of 
the piece, and together with ihe use of 6/8 time in the middle section, alludes to many 
serenading scenes in nineteenth-century operas (see Chapter 3). 
Serenades for Solo Piano 
As discussed in Chapter 3, works for solo piano in the early nineteenth century are 
seldom entitled serenade. This was also the case in the second half of the century. 
Moszkowski and Grieg are a few pianist-composers who attempted the genre by writing it 
for the piano. Moritz Moszkowski (1854-1925, German) built upon the heritage of Chopin, 
Mendelssohn, and Schumann, and gained his reputation with his piano music, ranging from 
brilliant virtuosic pieces to lighter salon music，。His Serenata, op. 15, No. 1 was completed 
in 1887 and belongs to the salon pieces written mainly for domestic music-making.''^ It is a 
short composition in ternary form, begins with a two-measure chordal introduction played in 
staccato, and the marking quasi chitarra explicitly indicates Moszkowski,s reference to the 
plucking of a guitar that accompanies the singing of a love song. This opening figure 
Ibid. 
66 Martin Eastick, "Moszkowski, Moritz," in Grove Music Online. 
丨bid. 
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continues in the left hand, with a song-like melody introduced in the right hand. The middle 
section is showy in quality and resembles a brief improvisatory cadenza or etude/^ and the 
music concludes with the return of the opening section. 
The serenade by Edvard Grieg (1843-1907) is given the title of French Serenade. It is 
the third piece contained in the seventh book of his Lyric Pieces (op. 62), published in 1895. 
The ten sets of Lyric Pieces collect the best-known piano music of the composer.^^ These 
small piano pieces are generally simple in form and involve the depiction of a broad range of 
scenes or m o o d s，D a l e assumes that they are not designed primarily for concert purpose, 
and most of them can be played by the amateurs without undue e f for t / ' It is surprise to note 
that Grieg might not have conceived each set as a unified whole, as there is little consistency 
in regard to the style or tonality within a set. ^ The nature of a serenade in "French" style as 
indicated by the title remains unclear. However, the gracefulness of the melody (with the 
expression marking of Andantino grazioso) and the left-hand accompaniment, especially the 
arpeggios at the end of each section, could possibly allude to the traditional conception of the 
serenade as a love song singing with a pluck string accompaniment.^^ 
68 Schipperges, Serenaden zwischen Beethoven unci Reger, 155. 
69 John Horton and Nils Grinde, “Grieg, Edvard," in Grove Music Online. 
70 Kathleen Dale, "The Piano Music," in Grieg: A Symposium, ed. Gerald Abraham (Westport, 
CT: Greenwood Press, 1971), 47. Horton and Grinde, "Grieg, Edvard," in Grove Music Online. 
71 Dale, “The Piano Music," 46. 
72 丨bid. 
73 Brian Schlotel, Gr/eg (London: Ariel Music, 1986), 20. 
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The discussion above demonstrates that there is little consistency in the concept of the 
genre among the serenades other then those written as multi-movement orchestral 
compositions. It is also interesting to note that certain composers wrote more than one 
serenade but with different conceptions of the genre in mind (such as Tchaikovsky and 
Elgar). However, this does not mean that this minority is isolated from other members of the 
genre. They are essentially connected to the serenades of earlier periods, if not to those from 
their contemporaries. 
The late nineteenth century was the time when the serenade was revived and flourished. 
The large number of serenades in this period are highly varied in terms of their background, 
performing force, and musical features, although the orchestral serenade (especially the 
string serenade) seems to have prevailed. The predominance of the orchestral serenade can 
be partially attributed to Brahms's contribution not only to the revival but also the 
reformulation of the genre. Nonetheless, the multi-movement orchestral serenades after his 
are generally smaller in scale, and the composers may possess a unified conception of the 
serenade as a "miniature" symphony. For the other serenades of the time, the composers may 
have also drawn their inspiration from some earlier examples. Therefore, their choice of this 
generic title is not merely arbitrary. 
To conclude, the many late nineteenth-century serenades with diverse conceptions and 
musical qualities are in effect related to one another, but in various ways and to different 
extents; and the whole set of serenades appear as if the scattered points were connected by 
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many threads to form a web. Here, we could see that the threads linking the late 
nineteenth-century serenades themselves and their predecessors are not only the concept of 
serenade as a love song or soloistic passages, but also the structural design such as the use of 
ternary form, dance form, as well as scoring for string orchestra. Moreover, we can see that 
many composers in the late nineteenth century followed Brahms in reformulating the genre, 
in such a way that they participated in the weaving of the generic web by adding new 
elements to it. In this sense, it would no longer be practical to define these serenades by the 
shared characteristics according to our traditional understanding of a musical genre. The only 
solution is to consider them as members of a big family - while some members look very 
much alike, others may look very different from their kindred. In my final chapter, I will 
discuss two models used by genre critics and explain the usefulness of the model of a web 
that I am proposing, for the purpose of depicting the broad range of works carrying the same 
generic title of serenade. 
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Chapter 6 Grasping the Elusive Serenade 
The purpose of this thesis is to arrive at a better understanding of the concept of genre 
through the study of the serenade. It also aims to assess Brahms's use of this generic title. In 
this concluding chapter, my discussion will be divided into three sections. Firstly, the 
historical evolution of the serenade will be reviewed. This will show that the genre has 
undergone continuous transformation since its inception; and it is always difficult to assume 
its stability, even given a short time span. Secondly, the role played by Brahms in the 
development of the serenade will be discussed. This will involve an understanding of his 
conception, which will in turn reflect his attitudes towards history. Finally, a more flexible 
model grounded on genre theory - the metaphor of a web - will be proposed and used to 
examine the instability of the serenade. 
The History of the Serenade Revisited 
The development of the serenade reveals that the genre has rarely taken a fixed form, 
and its shape is always associated with the music that was fashionable in the period. The 
earliest extant serenades appeared in the late sixteenth-century Italy. It resembled the 
madrigal, and was a love song sung under a lady's window at night, an idea that was 
connected to the literary serenade. In the mid-seventeenth century, the vocal serenade 
gradually disappeared while the instrumental serenade emerged. Despite of their varied 
scorings, these serenades shared a common association with dance, as the generic term 
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usually denoted (1) an individual movement from a suite, or (2) a composition consisting of 
a group of dances (and in this case has the same meaning as the suite). 
Serenades in the Classical period were highly diversified between regions and 
individual composers. Yet, they served a function similar to that of their predecessors — the 
expression of courtship to a woman was now extended to the rendering of homage to a friend 
or a person with higher rank. Intriguingly, the generic boundaries of the Classical serenade 
were so fluid that the term “serenade” was used interchangeably with divertimento, cassation, 
and notturno. Mozart 's serenades represent the culmination of the genre in the eighteenth 
century, and they display some traits of the Classical symphony and concerto. 
It is interesting to note that the serenade in the early nineteenth century was not only 
multifarious, but also had little association with their Classical predecessors in terms of their 
musical features and social functions. They could take the form of a song, a sung number in 
an opera, an instrumental work for chamber ensemble, or even an orchestral piece. With the 
gradual rise of the middle class at the turn of the century, the genre also faced radical 
changes in its function. It became a mere entertainment for general audiences more than 
homage to the nobility. Serenades towards the end of the nineteenth century were 
predominantly orchestral. However, the scoring of these serenades ranges from string 
orchestra to full orchestra, with their number of movements varying from one to six. There 
were also many examples of serenades taking different forms and being written for other 
performing forces. In this case, the composers may not share the same conception of the 
genre as most of their contemporaries, but referred their works to the serenades from their 
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classical predecessors. 
It seems that the serenade is an extreme example, but its history exemplifies the fluidity 
of genre in general. Generic instability explains why it becomes less useful to consider genre 
as a tool for classification. So, if genre cannot be a pigeonhole, can it be something else? In 
the following section, we shall see if Brahms's approach to the serenade would inform us of 
the function of genre. 
Brahms's Role in Shaping the Serenade 
In Chapter 4, I examined in some detail Brahms's conception of the two serenades, 
their early reception, as well as the musical text. For Brahms, the serenade as a genre could 
have three layers of meaning: as entertainment, as homage, and as musical offering. The 
premiere of the two works in the concert hall suggests that Brahms treated the music as 
entertainment for the public audience, which is in line with the social function of music in 
the nineteenth century in general. The composer also followed the common practice of his 
time and rearranged both serenades for four-hand piano. This further indicates that the pieces 
were aimed for entertainment, but this time simply for domestic consumption. On the other 
hand, with his good knowledge of the Classical compositions of Haydn and Mozart, Brahms 
also was aware of the specific function served by the serenade among the aristocracy in the 
eighteenth century. The performance of his serenades at the court of Detmold, therefore, 
could be viewed as a way Brahms rendered homage to his patron. In fact, Brahms was 
141 
gratified by the pleasantness of the Second Serenade so much that he offered the manuscript 
and the published score to Clara Schumann and Joachim respectively. In this sense, the 
composer may also view this work as musical offering. This concept appeared as if it were 
extended from the homage function of the genre and associated with the habit of many 
Romantic composers, who often dedicated their works to friends or some other important 
persons. 
The multiple meanings of the serenade derived from Brahms,s use of the genre reflect 
the duality of his attitude towards history, as he brought together the classical conception of 
the serenade and the musical practice of his time. Musically, he also combined the elements 
of both the Classical and the Romantic styles. Both serenades retain the basic formal layout 
of the eighteenth-century serenade, such as the opening sonata-allegro movement, minuet or 
minuet-like inner movement(s), a central slow movement, and a closing rondo. The 
instrumentation of the Second Serenade also recalls that of Mozart 's Wind Serenade in B-flat, 
K. 361. The numerous allusions to his precursors (Bach, Haydn, Mozart, Beethoven, 
Schubert, and Schumann) also disclose Brahms's great interest in and respect to history. 
Therefore, given the break of the Classical serenade tradition after Mozart, the role played by 
Brahms in the revival of this once neglected Classical genre becomes significant. In fact, his 
two serenades provoked much attention of the late nineteenth-century composers. As we 
have seen in Chapter 5, the use of characteristic movements (such as march and minuet) and 
the scoring of some serenades after Brahms's also recall their Classical predecessors. 
Nevertheless, Brahms's respect for tradition did not make his serenades cliches. Instead 
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of adopting the Classical model in full, he introduced new elements to the genre. These 
include the expansion of the form and instrumentation, the introduction of scherzo as an 
alternative to minuet, and the use of cyclic procedure. These devices, although new to the 
serenade, are still within the Romantic conventions. With the Classical serenade dressed in 
the Romantic clothing, we shall see that Brahms's contribution is not limited to the 
revitalization but also the reformulation of the genre, and his attitude towards the tradition is 
both respectful and reformative. 
Brahms ’s Invitation to Form 
As discussed in Chapter 1, Guillen proposes genre as "an invitation to form."' Here, 
Brahms's attempts to write a serenade also constitutes an invitation that encouraged his 
contemporaries and successors to reformulate the genre. His invitation was actually accepted 
by a number of composers in two different ways. Some responded to Brahms by following 
his use of full orchestra, scherzo movement, and/or cyclic procedure in their serenades. 
Some others responded to him by introducing other new elements to the genre. For instance, 
Volkmann brought waltz and string orchestra to the serenade. Of course, not all composers 
accepted Brahms's invitation. The discussion in Chapter 5 shows that almost no serenade 
composers after Brahms attempted to write a large-scale serenade as Brahms did, although 
some of them may have shared his idea of serenade as a "miniature" symphony. There were 
‘ C l a u d i o Guillen, Literature as System: Essays toward the Theory of Literary History (Princeton, 
NJ: Princeton University Press, 1971)，72, 109. 
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also composers who totally ignored Brahms's invitation and wrote their serenades according 
to their own understanding of the genre, probably by referring to examples from earlier 
periods. As we can see, through his compliance with and departures from the conventions of 
the serenade, Brahms in effect expressed his attitude towards tradition and invited his 
contemporaries and followers to reformulate the genre. In this sense, composer 's 
manipulation of a genre creates a message, and genre acts as a mediator between the 
composer and his/her audience. By focusing on the communicative function of genre, it 
would be more appropriate to consider genre a pigeon rather than a pigeonhole. 
The Generic Web 
As mentioned above, the serenade provides us with a good example illustrating the 
impossibility of considering the fixity of genre. While the generic boundaries used to define 
individual genre are fluid and permeable, it is necessary to conceive a looser model in order 
to capture more accurately the characteristics of genre. The theory of family resemblance, an 
important theory developed by the Austrian philosopher Ludwig Wittgenstein, proves to be 
illuminating for genre critics. Fowler generalizes Wittgenstein's main idea: “We see a 
complicated network of similarities overlapping and criss-crossing . . . 1 can think of no 
better expression to characterize these similarities than 'family resemblances'; for the 
various resemblances between members of a family: build, features, colour of eyes, gait, 
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temperament, etc., etc., overlap and criss-cross in the same way ”2 
The theory was later refined in such a way that not only the similarities between 
members of a genre but also the hereditary relations between them were observed. This 
modified form explains the role of tradition as a binding force between representatives of a 
genre in the course of its historical evolution. Taking the serenade as an example, we could 
see that each serenade is the child of an earlier serenade and may yet be the mother of a 
subsequent serenade; and since genetic make-up of the genre alters over time, its historical 
states also vary continually/ However, Fowler notices one defect of the model which 
remains unresolved: the chronological line of descent is artificial and ignores the possibility 
of polygenesis and remote influences.^ 
In contrast to the theory of family resemblance, which concentrates on similarities 
between members of a genre, the metaphor of genre as constellation stresses the differences 
between genres. Beebee borrows this metaphor from the German-Jewish literary critic 
Walter Benjamin, and describes individual works as stars in the universe and genres as their 
constellations.5 Here, each genre is represented by a central idea, which serves to connect its 
members. Instead of considering genre as a collection of features or positioning, this 
interpretation seeks to distinguish genres by the difference of their central ideas, which also 
2 Alastair Fowler, Kinds of Literature: An Introduction to the Theory of Genres and Modes 
(Oxford: Clarendon Press, 1982), 41. 
3 Ibid., 42. 
4 Ibid., 43. 
5 Thomas O. Beebee, The Ideology of Genre: A Comparative Study of Generic Instability 
(University Park, PA: Pennsylvania State University Press, 1994), 282-83. 
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guide the reading of a text. 
Based on the above two models, I propose a third model which uses a web as an 
analogy to genre and apply it to the case of the serenade. This model appears as if lines were 
drawn to connect the stars in a constellation. It considers the exiting serenades equivalent to 
the points scattered in a web for their heterogeneity, while the performing force, musical 
gestures, and structure of the serenade as the threads constituting the web. As discussed in 
previous chapters, some of the musical features are unique to individual serenades, while 
some other features may be shared among smaller or larger groups of compositions within 
the genre. These shared musical qualities could be the concept of serenade as a love song, the 
use of soloistic passages, ternary form, dance form, or string orchestra; and in this sense, 
they serve as the threads linking those "scattered" serenades loosely together. Through the 
analogy, we can also see that some serenades are connected more closely than some others. 
This model attempts to achieve a balance between the previous two models: while it 
recognizes the difference between individual genres as the constellation metaphor does, it 
also appreciates the resemblances of certain compositions that belong to the same genre and 
identifies their hereditary relations. Moreover, the flexibility of the model implies that 
composers are free to choose the elements they prefer in their serenades, or they could have 
freedom to exploit the genre by adding new elements and thus expanding the generic web. 
The serenade appears to be an elusive genre because of its excessive instability. However, 
with the aid of a web, its variability in shape and capacious ability to absorb new ideas 
would be securely captured. 
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Appendix Serenades in the Late Nineteenth Century' 
(The years given below represent the years of completion of the work unless stated otherwise.) 
The purpose of this list is to identify the serenades composed during the late nineteenth 
century. For most of the works listed here, the scores were not available to me; while in some 
other cases, I was able to locate some detail about individual movements. The superscript at 
the end of each work indicates the accessibility of information: a - score, b - only 
information about individual movements (e.g. title, time and key signatures), c - no further 
information except the name of the work. 
A. Orchestral Serenades 
Beer, Max Joseph. Abendmusik (evening music) “Serenade ’’ op. 65 for Small Orchestra, 
published 1898 / 
Brahms, Johannes. Serenade No. 1 in D Major, op. 77, 1860. ^  
.Serenade No. 2 in A Major, op. 16, 1860. ^  
Brull, Ignaz. Serenade No. 1 in FMajor, op. 29�1864/66. ^ 
.Serenade No. 2 in E Major, op. 36, published 1 879. ^ 
1 Allan Scott Morris, "The Wellsprings of Neo-classicism in Music: The Nineteenth-century 
Suite and Serenade," (PhD diss., University of Toronto, 1998), 107-108’ 21 M 7’ 220-22, 255-57. 
Thomas Schipperges, Serenaden zwischen Beethoven imd Reger: Beitrdge ziir Geschichte der Gattimg 
(Frankfurt: Verlag Peter Lang, 1989), 291-92, 304. 
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.Serenade No. 3 in F Major, op. 67, 1881.'' 
Draeseke, Felix. Serenade in D Major for Small Orchestra, op. 49, published 1 888/89. ^ 
Dvorak, Anton in. Serenade for 10 Wind Instruments, Cello and Double Bass in D Minor, 
op. 44, 1878. a 
Fuchs, Robert. Serenade No. 5 in D Major for Small Orchestra, op. SJ, published 1894/95, 
Grill, Leo. Serenade in C Major’ op. 3, composed before 1 867, published 1 873. b 
Huber, Hans. Sommerridchte (Summer Nights). Serenade in Four Movements for Large 
Orchestra in E Major, op. 86, published 1886. b 
.Serenade in G Major "Wintemachfe ” (Winter Nights)’ published 1888.� 
Jadassohn, Salomon. Serenade in Four Canons for Orchestra in G Minor’ op. 42, published 
1874/79. b 
Serenade No. 2 in D Mujor for Orchestra, op. 46, published 1 875. ^ 
Serenade No. 3 in A Major for Orchestra, op. 47’ published 1876. ^ 
Serenade No. 4 in F Major for Large Orchestra, op. 73, published 1884. 
Kahn, Robert. Am der Jugendzeit, Serenade in E Major, 1890.� 
Machts, Karl. Grope Serenade (Large Serenade), published 1 8 8 2 . � 
Molbe, Heinrich. Serenate in B Major, op. 46, 1 8 9 7 / 
Napravnik, Edouard Francevic. Serenade No. 1, op. 16, published 1 882, 
Naumann, Ernst. Serenade, op. 10, 1872/ 
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Novak, Vitezslav. Serenade in F Major for Small Orchestra, op. 9, 1 894.� [ar rangement for 
solo piano, 1895 / ] 
Rontgen, Julius. Serenade, op. 14, 1878 / 
Rudorff, Ernst. Serenade for Orchestra in A Major, op. 20, published 1875. ^ 
.Serenade No. 2 in G Major, op. 21, published 1 889. ^ 
Scharwenka, Philipp. Serenade for Orchestra in E-flat Major, op. 19, 1 877. b 
Schumacher, Paul. Symphony (Serenade) in D Minor, op. 8 for Large Orchestra, published 
1 8 7 9 / 
Smyth, Ethel. Serenade in D Major, 1890.’ 
Weinberger, Josef. Serenade No. 4, op. 51, 1892 / 
Wolfermann, August. Serenade in D Major, op. 18, 1 894. ^ 
WUerst, Richard. Serenade for Orchestra, op. 55, published 1871. 
B. Serenades for String Orchestra 
Affrossimov, Julius von Seldenek. Serenade in D Major, op. 4, 1 891 / 
Beliczay, Gyula von. Serenade for String Instruments in D Minor, op. 36, published 1879. 
Blasser, Gustav. Kleine Serenade (Little Serenade) in D Major, op. 76, 1 8 9 3 / 
Chadwick, George Whitefield. Serenade in F Major, 1890.� 
Dippe, Gustav. Serenade for Strings, op. 10, 1890. ^ 
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Dvorak, Anton in. Serenade for Strings in E Major, op. 22, 1 875. a 
El gar, Edward. Serenade for Strings in E Minor, op. 20, 1892. ^ 
Foote, Arthur. Serenade, op. 25, published 1892.'' 
Fuchs, Robert. Serenade No. 1 in D Major for String Orchestra, op. 9, published 1874. b 
.Serenade No. 2 in C Major for String Orchestra, op. 14, published 1876. b 
.Serenade No. 3 in E Minor for String Orchestra, op. 21, published 1878. ^ 
.Serenade No. 4 in G Minor for String Orchestra and Two Horns, op. 51, 1892/95. 
Gerlach, Theodore. A Serenade - Six Movements for String Orchestra, op. 3, published 
1886 .b 
Gotze, Heinrich. Serenade No. 1 in D Minor for String Orchestra, op. 22, published 1883. 
.Serenade No. 2 in G Major for String Orchestra, op. 23, published 1883. b 
Gouvy, Louis Theodore. Serenade in F Minor, op. 84, 1 891 / 
Henschel, Georg. Serenade in Canon, op. 23, published 1874. b 
Hofmann, Heinrich. Serenade No. 1 in D Major for String Orchestra, op. 72, published 
1884.b 
.Serenade No. 2 in E Major, op. 93, published 1 888.” 
Hrimaly, A. Serenade in FMajor, 1 882. e 
Ipavec, Benjamin. Serenade, 1898/ 
Jensen, Gustav. Lcindliche Serenade (pastoral serenade) in C Major, op. 37, 1895 .� 
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Kallinikow, Wassili. Serenade, 1891 / 
Karlowicz, Miecislaw. Serenade in C Major, op. 2, 1897.� 
Klengel, Julius. Serenade in F Major for String Orchestra, op. 24, published 1890. ^ 
Major, Julius J. Serenade in G Major, op. 24, published 1895.� 
Moor, Emanuel. Serenade in F Major for String Orchestra, op. 16, published 1888. b 
Nesvera, Josef. Serenade, 1891 / 
Reinecke, Carl. Serenade in G Minor, op. 242, 1898.� 
Rice, N. H. Serenade in A Major, op. 3, 1899. c 
Rohde, Friedrich Wilhelm. Serenade in A Major, op. 14, 1897 / 
Sandre, Gustav. Serenade in D Major for String Orchestra, op. 24’ published 1884. b 
Schutt, Edward. Serenade in D Major for String Orchestra, op. 6, published 1879. ^ 
Schwalm, Robert. Serenade in G Major, op. 50, published 1883) 
Straus, Oscar. Serenade in G Minor, op. 35, published 1899. e 
Suk, Josef. Serenade for Strings in E-flat Major, op. 6, 1892. ^ 
Tchaikovsky, Pyotr Il'yich. Serenade for Strings in C Major, op. 48, 1880. ^ 
Thierot, Ferdinand. Serenade in F Major for String Orchestra, op. 44, published 1889. 
Volkmann, Robert. Serenade No. 1 in C Major, op. 62, 1869 / 
.Serenade No. 2 in F Major, op. 63, 1869.''' 
5 
.Serenade No. 3 in D Minor for String Orchestra with Solo Cello, op. 69, 1870. 
Weingartner, Felix von. Serenade in FMajor, op. 6, published 1883 / 
Wolf, Leopold Carl. Serenade in FMajor, op. 30, published 1 8 9 8 . � 
Wolf-Ferrari, Ermanno. Serenade in E-flat Major, 1893 / 
Zedtwitz, K. Serenade in A Major, op. 6, 1894.'' 
C. Other Serenades 
Orchestral Serenades in Single Movement 
El gar, Edward. Serenade lyrique for Small Orchestra, 1899. ^ 
.Serenade maiiresque, op. 10, No. 2, 1899. ^ 
Glazunov, Alexander. Serenade for Orchestra, op. 7, ] 886. ^ 
.Second Serenade for Small Orchestra, op. 11,1 8 8 8 . � 
Lefebvre, Charles. A Serenade for Orchestra, op. 65, 1884.� 
Tchaikovsky, Pyotr Il'yich. Serenade for Nikolay Rubinstein ’s Nameday for Small Orchestra, 
1872.a 
.Serenade melancolique, op. 26, 1875/ [arrangement for violin and piano, 1876/] 
Chamber Serenades 
Baussnern, Waldemar von. Serenade for Clarinet, Violin, and Picmo, 1 898. 
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Dvorak, Anton in. Serenade for Flute, Violin, Cello, and Triangle, 1867 / 
Karlowicz, Miecislaw. Serenade in G Major for Violin and Piano, 1 8 9 6 / 
Lacombe, Paul. Serenade humoristique, op. 93 for Piano, Violin, and Cello, 1 898. ^ 
Strauss, Richard. Serenade in E-flat Major for Wind Instruments, op. 7, 1881 / 
Suk, Josef. Serenade in A Major for Cello and Piano, op. 3, No. 2，1896. ^ 
Wolf, Hugo. Italian Serenade in G Major for String Quartet, 1887. ^ [arrangement for small 
orchestra, 1892/1 
Serenades for Solo Piano 
Fibich, Zdenek. Serenade in G Major, 1890.� 
Grieg, Edvard. Lyric Pieces, Book 7，op. 62. No. 3, Fransk serenade, published 1895, 
Grondahl, Agathe. Serenade in F# Major, op. 37, 1896.� 
Lysenko, Mykola Vytaj'yevych. Serenade, 1894/ 
Moszkowski, Moritz. Serenata op. 15, No. 7, 1887/ 
Ravel, Maurice. Serenade grotesque, 1893/ 
Suk, Josef. Village Serenade, 1897/ [un-published] 
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